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PREFACE. 



As very few teachers would deem it wise to choose ßmifia 
(Salotti for high-school reading, this edition has been pre- 
pared largely for such College students as have sufficiently 
mastered the Clements of the German language to be able 
to read this drama as a classic. The notes are therefore to 
a great extent devoted to the dramatic technique of the 
work, and to such suggestions in regard to the development 
of the characters as are most often overlooked by students. 
Since Lessing's language is on the whole clear and simple, I 
have tried to draw the attention of the Student merely to 
such words or passages as are peculiar to him, or to the 
language of the last Century. 

The basis of the text is the Lachmann-Muncker edition of 
Scffing, II, 377-450. The deviations from it are only those 
of orthography and punctuation. In orthography I have 
adopted the Prussian System of spelling, and I have changed 
Lessing's punctuation so as to make it to conform to mod- 
ern usage. It is well known, for instance, that Lessing often 
uses a semicolon where we should use a simple comma, and 
that many of his commas would to-day seem superfluous. 
And yet I am fuUy conscious of the dangers of such a 
change, especially so in Lessing, whose punctuation is in 
many cases as individual as his style. It was only the con- 
viction that the Student would on the whole be misled 
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rather than helped by a reproduction of Lessing's punctua- 
tion, that induced me to undertake the change. 

The introduction assumes a general knowledge of Les- 
sing's life and times, such as any one of the populär English 
biographies of Lessing would furnish. In referring to the 
various opinions of the critics on the disputed points of the 
drama, I have avoided exact citations, because I have had 
in mind the general point of view taken by them, rather 
than any individual passages. 

The bibliography appended to the notes lays no claims to 
completeness, but contains the most important books and 
essays on ßmilia ©alotti. I have consulted, more or less, 
all the works mentioned in this bibliography, and herewith 
acknowledge my indebtedness to them. The point of view 
arrived at in the introduction is, as far as I know, not in- 
fluenced by the ideas of any single work or essay, but is 
rather based upon a careful consideration of the most im- 
portant thoughts advanced by the various critics of the 
drama. 

I owe special thanks to Professors Calvin Thomas, George 
Hempl, Alexander Ziwet and George A. Hench of the Uni- 
versity of Michigan, who have kindly read my manuscript, 
and who have given me many valuable suggestions. 

Max Winkler. 
Cambridge, Mass., August, 1895. 



INTRODUCTION. 



I. THE COMPOSITION OF THE DRAMA. 

Emilia Galotti is, as regards its structure, the maturest 
dramatic production of Lessing. He worked upon it, off and 
on, for fiilly fifteen years, carried it with him on all his travels, 
considered and reconsidered every detail, so that the drama in 
its final form is the product of his strongest critical and creative 
faculties. During these fifteen years he devoted his most 
serious study to the drama, and his vigorous and on the whole 
just attacks on the false dramatic principles then current in 
Germany, form one of the most heroic chapters in the literary his- 
tory of that country. These attacks were not merely negative, 
but also established dramatic principles, most of which are as 
valid to-day as they were for Lessing's time. It is according to 
these principles, most fuUy expressed by Lessing in his ^am* 
burgifc^ 3)romaturgie, that we shall discuss and Interpret his 
tragedy. He wrote it with the direct Intention of giving to his 
nation a model drama, which was to exemplify in its general 
outlines as well as in its minutest details all the important 
dramatic laws for which he so zealously contended. It is his 
most carefully constructed work, and there is hardly a drama in 
the German language which requires such close attention to the 
smallest touches of the poet as (Smiüa ÖJalotti. 

In the year 1750 the Spanish poet Don Augustino de 
Montiano y Luyando published his drama ** Virginia," which 
was translated into French by Hermilly in 1754. This French 
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translation of Montiano's drama Lessing read, and possibly the 
thought of writing a German drama on the same subject 
occurred to him at that time. At any rate, in 1754 he criticized 
Montiano's drama very favorably in his 2^]^atra(if(f|e SBiblioll^ef/ 
a Journal recently established and edited by himself, which was 
intended to give a critical history of the theatre of all times and 
all nations. Montiano's drama was written according to the 
strict rules of the French classic theatre, and Lessing's favorable 
opinion of it was due to the fact that he was then still under 
the influence of Gottsched and the French classicists. When 
thirteen years later he again criticized this same drama .in the 
^amburgifd^e 3)ramaturgie,* his antagonism to the French classic 
drama led him to revoke his form er favorable estimate of it. 

The first time we hear of Lessing' s Intention to write a drama 
on the Roman Virginia is in 1757. In that year the Berlin 
book-seller and critic Friedrich Nicolai, as editor of the S3i6Iio» 
tl^c! bcr fd^önen SSiffenfd^aften, offered a prize of fifty Thaler for 
the best German tragedy. For this prize Lessing intended to 
compete, and so referring to himself in the third person, he 
writes Oct. 22, 1757, to his friend, the Jewish philosopher Moses 
Mendelssohn of Berlin : ** Another young man is working here 
on a tragedy which might perhaps prove to be the best of all 
(the competing ones), if he had a few more months' time to 
spend upon it."^ 

Nov. 25, 1757, Lessing writes on the same subject to Nicolai 
as foUows : ** The tragedy on which a young man of this place 
is still working, you shall have in three weeks, etc." * But the 
work did not progress as rapidly as Lessing had expected, and 
so the prize was awarded to the promising young poet, von 
Cronegk, for a tragedy entitled ^obru§. 

* £effing3 äßerfe, Lachmann-Muncker Ed., Vol. VI, 70-120. 

* ßcfflnflä SBerlc, Lachmann-Muncker Ed., Vol. X, 74-75. 
8 SefrtnßS SBcrfc, Hempel Ed., XX i, 138. 

* fiefflnfl« ®erte, Hempel Ed., XX i, 139. 
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A Short dramatic dialogue between two clients of the Roman 
decemvir Appius Claudius has come down to us, and has for 
many years been regarded as a fragment of the Virginia drama, 
on which Lessing was at work in 1757.' But Gustav Roethe 
has discovered that this scene is not Lessing's original compo- 
sition, but merely a literal translation of the opening scene of 
Samuel Crisp's drama ** Virginia." Through the influence of 
powerful friends this weak drama was produced in Drury Lane 
Theatre, Feb. 25, 1754, with Garrick playing the role of Vir- 
ginius. Lessing's translation of the first scene must therefore 
have been written sometime after the representation of Crisp's 
drama. This bit of translation, together with his criticism of 
Montiano's drama (1754), clearly indicate his great interest in 
the theme between the years 1754 and 1758, although they 
do not throw any light upon his earliest conception of the 
drama. It is very likely, however, that he intended at first 
to foUow the Roman story quite closely. The reasons which 
then attracted Lessing to this subject are clear. He was 
at that time a great admirer of the social and political virtues 
of antiquity and especially of Rome, and in fact drama tized a 
contemporaneous event which was suggestive of Roman heroism. 
So the brilliant dramatic fragment ©amuel §enji (1753) arose, in 
which that brave Swiss patriot was conceived as a sort of 
modern Brutus; we also have from the year 1756 or 1757 the 
sketch 3)a§ befreite SRom, which treats of the story of Lucretia, of 
the expulsion of the Tarquins and of the establishment of 
Roman freedom through the patriot Brutus — a theme closely 
related to that of Virginia. 

At the beginning of 1758 Lessing seems to have completely 
changed his plans in regard to his drama Virginia. For on Jan. 
21 of that year he writes again to Nicolai : ** He (the dramatist) 
works pretty much as I do. Every seven days he writes seven 
lines. He constantly extends his plan, and constantly rejects. 

^ Lachmann-Muncker Ed., III, 359-360. 
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again something he had written. His present subject is eine 
bürgerlid)e SSirginia, whom he has called Emilia Galotti, 
He has freed the story of the Roman Virginia from all that 
which made her interesting to the whole State. He believed 
that the fate of a daughter who is killed by her father, to 
whom her virtue is more precious than her life, was in itself 
tragic enough and amply able to move the whole soul, even if 
no overthrow of the entire Organization of the State foUowed 
thereupon. His plan is a tragedy of only three acts, and he 
uses without any scruples all the liberties of the English 
stage." * 

It is very likely that the drama as sketched in the above 
letter, resembled in its general outlines the present drama. 
After 1758 Lessing seems to have done little or nothing upon 
this work for almost ten years, in the course of which time his 
powers as a dramatist and critic became considerably enlarged 
and strengthened. He resumed the work during his residence 
in Hamburg (i 767-1 770), when he extended it to five acts. 
The main reason for then taking up again his long neglected 
work, was the conviction that the only way to give force and 
meaning to the dramatic laws which he was laying down in his 
^amburgifd^e 3)ramaturgie, was to write a tragedy in which these 
laws were correctly applied. Also his defiant antagonism to 
the most celebrated French dramatists and critics demanded for 
its justification some dramatic work from his own pen. Be- 
sides, he feit a natural desire to do something more for the 
Hamburg theatre than merely to criticize the productions of 
others which appeared upon that stage. It also occurred to 
him that his ©milia ©alotti would be particularly well suited 
foi* some of the actors of the Hamburg theatre. All these con- 
siderations induced him to rewrite his drama, not with any In- 
tention of Publishing it, but simply for the use of the Hamburg 

1 Hempel Ed., XX i, 145. 
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stage. But the rapid failure of the Hamburg national theatre 
(1769), for which Lessing had entertained such high hopes, so 
disheartened him that he again laid aside his drama and re- 
turned to his archaeological studies. Moreover, the catastrophe 
of the drama, namely the death of EmiUa at the hands of her 
father, troubled him greatly. This deed, in order to be en- 
tirely devoid of any appearance of brutality, had to be so con- 
nected with the events and characters of the drama as to seem 
the inevi table outcome of the Situation. As was Lessing's habit 
in such cases, he stopped writing on the drama, but carried this 
difficult Problem in his mind. It was not tili the winter of 
1 771-1772, that he found time and inclination in the solitude 
of Wolfenbüttel to finish his work. He himself teils us in a 
letter to his brother Karl ^ that neither the drama of 1758 nor 
the Hamburg version of 1 768 was of use to him in the final 
recasting of his work. The drama was finished in Feb. 1772, 
and was first represented in Brunswick, March 13, 1772, in 
honor of the birthday of the dowager duchess. Lessing had 
some doubts about the propriety of representing it before the 
court, and so he sent the first three acts of the play to Duke 
Karl, asking him whether the tragedy was sui table for the 
occasion. No objections were raised, and the drama was played 
before the ducal family. Lessing was not present at the Per- 
formance. It was soon afterwards produced in the great cities 
of Germany :< in Berlin, Hamburg and Vienna, with more or 
less success. In our Century, though produced occasionally, it 
has never become populär. For the critics this drama has been 
a bone of contention ever since its appearance. It has been 
enthusiastically praised by some and severely attacked by 
others. The poetic circle at Göttingen (1772) was most 
favorably disposed toward it; Wieland, Mendelssohn and 
Nicolai praised it unstintedly ; Herder, Goethe, Schiller and 

» Hempel Ed., XX i, p. 483. 
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Friedrich Schlegel assumed a more reserved attitude toward it, 
praising it on the technical side, but regarding it as an artificial 
production, as a carefully planned work of reason rather than as 
a drama of genuine poetic inspiration. The critics of our Cen- 
tury have added very little of vital importance to the views of 
Lessing's contemporaries. Some have admired it, others have 
attacked it, according to their individual critical Standpoint. 

II. SOURCES OF THE DRAMA. 

The original source for the story is Livy in his history of 
Rome, III, § 40 ff. It is in brief as follows : During the de- 
cemvirate (451-449 b.c.) there was serving in the army a well- 
known brave centurion, named Virginius. He had a daughter 
Virginia, who was betrothed to L. Icilius, once a populär tribune 
of the people. Of this girl Appius Claudius, the powerful de- 
cemvir, became enamored, and not being able to win her by 
bribes, he determined to have recourse to violence. One day, 
as the maiden attended by her nurse was going to school, Mar- 
cus Claudius, a dient of the decemvir, laid hands on her and 
claimed her as his slave, in accordance with a previous agree- 
ment between himself and his master. The nurse cried for help, 
a crowd gathered around them, and all went before the judgment- 
seat of the decemvir. In his presence Marcus Claudius repeated 
the tale he had been taught, viz. that Virginia was the child of 
one of his female slaves, and that the wife of Virginius, having 
no children, had obtained this child from its mother, and had 
presented it to Virginius as her own. He further stated that he 
would prove this to Virginius as soon as he returned to Rome, and 
demanded that the girl should meanwhile be handed over to his 
custody. Appius Claudius, fearing a tumult of the people, said 
that he would let the case stand tili next day, but that then, 
whether her father appeared or not, he would execute the laws. 
At the same time he sent word to his colleagues in the camp to 
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detain the father in the army, but the messenger arrived just 
after Virginius had obtained bis leave of absence. Early next 
morning Virginius and bis daughter came to the forum with 
their garments rent. Appius knew that, if he allowed the matter 
to come to a formal investigation, the father would unmask the 
plot ; for this reason, without suffering Virginius to make bis de- 
fence, he hastened to give sentence, declaring it to be bis con- 
viction that the maiden belonged to his dient. The people 
were aroused at this monstrouis defiance of all law, but the de- 
cemvir, fearing a riot, had brought with bim a large body of 
patricians and their clients, and feeling strong in their support, 
he ordered his lictors to disperse the mob. The people drew 
back, leaving Virginius and his daughter alone before the 
judgment-seat. All help was gone. The unhappy father then 
asked the decemvir to be allowed to speak one word to the 
nurse in his daughter's hearing, in order that he might ascer- 
tain the truth. The request was granted. Virginius drew them 
aside, and snatching up a butcher's knife from one of the stalls, 
plunged it into his daughter's breast, exclaiming : ** This is the 
only way, my child, to keep thee free." With the bloody knife 
in his band, he rushed to the gates of the city unopposed, and 
returned to the camp. His comrades espoused Ms cause, 
marched to Rome, and compelled the decemvirs to resign. Vir- 
ginius afterward accused Appius Claudius of violating the laws, 
and ordered him to be thrown into prison to await there his 
trial. But the proud patrician, seeing that condemnation was 
certain, put an end to his life. 

These are briefly the events related by Livy, and the first in- 
tention of Lessing was to dramatize this story and make out of 
it a political tragedy. But, as we have seen, he changed his plan 
entirely at the beginning of 1758, determined to modernize the 
story, to omit the political side of it, and to transform his hero- 
ine into eine bürgerlich SSirginia. The reason for this fortunate 
change of plan is to be found in Lessing's remarkable critical in- 
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sight into dramatic problems. He was well acquainted with 
several tragedies which had followed Livy's story closely, and 
had made its political side quite prominent. So, for instance, 
the Spaniard Montiano tried, and tried invain, tounite dramati- 
cally the two elements in the Roman story, the death of Virgi- 
nia and the overthrow of the power of the decemvirs. But as a 
matter of fact, there is no necessary inner connection between 
the death of the daughter and the overthrow of the decemvirs. 
We have here really two distinct, to some extent quite indepen- 
dent events, which, owing to many other coexisting circum- 
stances related by Livy, are brought into cJose relationship. 
The mere fact that a father kills his own daughter because her 
honor is in danger, does not of necessity bring about an over- 
throw of the government. To make such a revolution seem 
necessary, the dramatist would have to depict all the attending 
conditions which could bring two such independent catastrophes 
into a relation of cause and effect to each other. This the pre- 
decessors of Lessing had not succeeded in doing, and therefore 
the sudden overthrow of the government with which their dramas 
end, has no tragic necessity, and is merely a loose appendage. 
It was this dramatic weakness of his predecessors that Lessing 
clearly saw and tried to avoid. For him, the careful Student of 
Aristotle's Poetics, unity of action was the most important of 
all dramatic laws, and he saw that to introduce the political 
element of Livy 's story into his tragedy, would imply an enlarge- 
ment of the subject, which it would be difficult, perhaps impos- 
sible to treat successfiilly within the narrow compass of three 
or nve acts. Even Schiller with his powerful dramatic genius 
could not treat of great political upheavals without sacrificing or 
weakening thereby the unity of action of his dramas. gic§!o, 
SSaUenftein, SBil^etm %tVi, all suiFer more or less from a duality 
of interest. How much stress Lessing laid at that time upon 
unity öf action, can best be seen in his unique drama ^l^itotaö 
which appeared in 1759. ^^ is a tragedy of one act, and its ac- 
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tion is so concentrated, so reduced to the representation of the 
barest essentials, the style is so epigrammatic that the work 
impresses us as highly artificial, although it shows us how hard 
Lessing was then struggling to attain to the directness and close- 
ness of structure of the ancient Greek drama. 

There is also another reason why Lessing determined in Jan. 
1758, to simplify and modernize Livy's story. Lessing stood 
at that time under the influenae of the English stage,and of 
Diderot, one of the greatest French critics of the i8th Cen- 
tury. How deeply Lessing feit himself indebted to Diderot, is 
best Seen from his own words written shortly before his death, 
in 1781 : **For be my taste what it may, I am nevertheless 
but too clearly conscious of the fact, that without Diderot's ex- 
ample and teachings it would have received a quite'different 
direction, perhaps a more individual one, but hardly one with 
which my understanding would, in the end, have been more 
contented." * 

In 1 760 appeared Lessing's translation of Diderot's drama 
** Le Fils Naturel," and of his dialogues, called **Entretiens" 
(1757). These dialogues contain the gist of Diderot's dramatic 
ideas, which made such a deep Impression upon Lessing. 
Throughout the whole work Diderot preaches naturalness. He 
urges his countrymen to abandon the conventionalities of the 
French classic stage, which chose as its heroes only the lofty 
characters of classical antiquity, and which treated in the 
elevated style of a Corneille or a Racine of passions which were 
untrue or extreme, and hence incomprehensible and indifferent 
to the great mass of the people. He wishes to emancipate French 
drama from this formal element, insists upon the treatment of 
the great and universally true human passions as the prime ob- 
ject of the drama, and demands that the dramatic form and 
language become the free and natural expression of genuine 

1 Lachmann-Muncker Ed., VIII, 288. 
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human emotions. When Diderot admires the classic Greek 
drama, it is not because it treats of semi-divine heroes, or 
because of its peculiarly beautiflil form, but because of the 
universal significance of the passions developed therein. So 
he urges that the drama, in order to become an eflficient 
agent for good in society, should choose such themes as will be 
most easily understood by the people. He is therefore op- 
posed to subjects taken from classical antiquity, and regards the 
various conflicts of family life as subjects best fitted for modern 
tragedy. Such tragedy he calls ** trag^die bourgeoise." Les- 
sing well expresses this same point of view in his Dramaturgy. 
He says : * * The names of princes and heroes may lend pomp 
and majesty to a play, but they contribute nothing to our emo- 
tions. The misfortunes of those whose circumstances most re- 
semble our own, must naturally penetrate most deeply into our 
hearts, and if we pity kings, we pity them as human beings, and 
not as kings. Though their position often renders their mis- 
fortunes more important, it does not make them more interest- 
ing. Whole nations may be involved in them, but our sympathy 
requires an individual object, and a State is far too abstract a 
conception to touch our feelings." * 

Accordingly, Lessing resolved not to write a Roman tragedy, 
but a modern one — a ** trag^die bourgeoise" — based merely 
upon the tragic element that touched him so much in Livy's 
Story. It was the terrible conflict in a father's soul that became 
essential to him, and not the fact that the action took place in 
the heroic days of the early Roman republic. Therefore hewrites 
in Jan. 1758, to Nicolai: **The fate of a daughter who is 
killed by her father, to whom her virtue is more precious than 
her life, is in .itself tragic enough, and is amply able to move 
the whole soul." 

Thus, with the Intention of simplifying and humanizing the 

^ Lachmann-Muncker Ed., IX, 239. 
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old Story, it was of course necessary for Lessing to change the 
names of the Roman characters, and to determine upon a time 
and place of action. Lessing chose a petty Italian court of the 
lyth Century. Why did he do so? Why.did he not lay the 
scene at some German court of his own day ? The reason is 
clear. Germany seemed to Lessing an unsuitable place for the 
scene of action, because, owing to the notorious licentiousness 
and absolutism of many of the German courts of his day, the 
attack would have been too obvious and might have involved 
him in unnecessary difficulties. An insignificant unhistorical 
prince of some foreign obscure country was just as suitable for 
his poetic purposes as a very well known sovereign, and it was 
certainly much less dangerous to represent such a prince at that 
time. Lessing needed an absolute ruler for his drama, because 
the violent deeds which occur in it would have been impossible 
under a just constitutional govemment. So the action very ap- 
propriately takes place during the era of Louis XIV, ** le grand 
monarque," who raised absolutism to a principle, and whose 
splendid but frivolous court of Versailles so many minor 
princes of Europe tried to emulate. Besicfes, Italy was pre- 
eminently the land where mercenary bandits of the type of 
Angelo and Pirro were common. Moreover, Germany was 
hardly the country to produce a prince such as Lessing needed, 
a weak, impulsive, self-indulgent prince, but still a man of 
culture, of a charming personality and, even in moments of 
extreme passion, of exquisite refinement. It is true that 
Augustus II and Augustus III of Saxony probably suggested to 
the poet some traits with which he endowed his prince, but 
only the rapidly decaying renaissance culture of Italy, such as 
existed during the lyth Century, could produce a man morally so 
weak and corrupt, and yet personally so attractive as Lessing's 
Hettore Gonzaga. Even the much healthier renaissance of the 
I5th and i6th centuries often developed tyrants, who dis- 
played that same combination of refinement and sensuality as 
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Lessing's prince. The houses of Medici and of Este, for ex- 
ample, have produced several such types. But with the excep- 
tion of the prince, the characters and the general spirit of the 
piece are German, and accordingly, the younger contemporaries 
of Lessing, the poets of the ** Storm and Stress" movement, 
regarded this drama, notwithstanding its Italian garb, as 
directed against the immorality and tyranny of their own 
princes. They tried to imitate it, interpreted it politically, and 
several anti-tyrannical tragedies appeared during the next ten 
or fifteen years after the publication of @miüa ©atotti. The 
strongest of these is Schiller's Äabale unb Siebe, which, in its 
general outlines as well as in some of its details, shows clearly 
the influence of Lessing's drama. 

Notwithstanding the modernized character of the Roman 
Story, the drama betrays even now, in its remodeled form, its 
source. Appius Claudius, the tyrannical, brutal Roman de- 
cemvir, is changed into the prince Hettore Gonzaga of 
Guastalla. The prominent plebeian centurion Virginius we 
have reproduced in the honorable Citizen^ colonel Odoardo. 
Virginia, the plebeian girl, corresponds to the bürgerlii^e 
Virginia, although the character of the latter, for verj' definite 
reasons, differs from the Roman prototype. Icilius, the young 
Roman tribune, the favorite of the people, somewhat distantly 
corresponds to Appiani, who despises the corrupt tyrannical 
rule of the prince. Marcus Claudius, the servile dient of the 
decemvir, becomes the courtier Marinelli, who panders to the 
passions of the prince. Appius Claudius and Virginius, the 
patrician and the plebeian, antagonize each other, because their 
principles and their aims are radically different. Just so 
Odoardo dislikes the prince, refuses to serve und^r him, and 
opposes him wherever he can, because his lofty conceptions of 
government differ entirely from the corrupt practices of the 
court of Guastalla. Appius Claudius entertains an illicit passion 
for Virginia, just as the prince does for Emilia, and both the 
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decemvir and the prince feel no scruples about using the abso- 
lute power entrusted to them for the gratification of their 
desires. Virginia is betrothed to Icilius, Emilia to Appiani, 
and finally Virginia is killed by her father, just as Emilia is by 
Odoardo. Both Virginius and Odoardo, different as their char- 
acters are, act at last from the same motive. Orsina is the 
only important character which is an entirely new creation of 
Lessing. From this parallelism it is clear that the main out- 
lines of Livy's story remained unchanged in Lessing's drama. 

Some delicate touches Lessing owes to Montiano. In the 
first scene of the. Spanish drama we find a difference of opinion 
between the nurse Publicia and Virginia as to the advisability 
of inform ing Virginius, who is in camp, of the threatening 
danger. Publicia wishes to let him know of the exact State of 
things, but Virginia, knowing her father's hasty nature, fears 
evil consequences from such a disclosure.^ We find a similar 
difference of opinion between mother and daughter in Lessing's 
work. Only here the State of things is reversed. The first 
impulse of the daughter is to confess everything which has 
happened in church to Appiani, but Claudia, who is conscious 
of having been the involuntary cause of all this misfortune, 
fears the wrath of Odoardo, and therefore induces her daughter 
to conceal everything from Appiani. 

Montiano conceives Icilius as a brooding lover, who in 
moments of highest hope cannot escape vague forebodings of 
evil. Lessing in his extracts from Montiano's drama once 
refers to Icilius as follows : **This strengthens the hope of 
Icilius, who now sees himself in a position to bid defiance to 
the greatest dangers, and yet . . . his heart is disturbed by a 
secret foreboding that on this day a special misfortune is threat- 
ening him."* This State of mind of Icilius is thus very similar 



* Lachmann-Muncker Ed., VI, 75-76. 

* Lachmann-MuQcker Ed., VI, 90. 
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to that of Appiani, when he first appears upon the scene (II, 7 
and 8) . 

Montiano's Virginius has also some traits of character which 
remind us of Odoardo. So Montiano emphasizes the fact that 
the brave Virginius is very jealous of the honor of his family, 
is impulsive and suspicious.* These same characteristics we 
find strongly developed in Odoardo, to whose suspicious natura 
Claudia several times refers (see page 28, line 7, and page 30, 
line 17). It is also possible that Montiano's Marcus Claudius 
had some influenae upon Lessing's Marinelli. Like Marinelli, 
he is a greater rascal than his master Appkis Claudius, and 
arouses the latter to action. Both Claudius and Marinelli en- 
tertain similar views about life and especially about the frailty 
of woman.2 

III. CHARACTERS. 

Emilia. — Lessing is one of the greatest masters of characteri- 
zation in the history of the German drama. His characters in 
SKlnna öon SBarnl^elm and in ^Ratl^an bcr SScife are delineated 
with such force and clearness, that they have been the object of 
admiration and study ever since the appearance of these dramas. 
The same may be asserted of the characters in ®mi(ia QJatottt, 
although praise has not been so unanimous here. As to the 
secondary characters there has never been any difference of 
opinion, but Emilia, Odoardo and the prince have given much 
trouble to critics and actors. The numerous discussions on 
these characters all turn more or less about Goethe's famous 
criticism on the drama, and therefore I shall take that criticism 
as the starting point for the interpretation of the principal 
characters 

Goethe says : **The fundamental mistake of this piece is, 
that it is nowhere expressed that Emilia loves the prince, but 

^ Lachroanu-Muncker Ed., VI, 91. * See note, page xli of this Introducüon. 



INl-RODUCTION. XIX 

that it is merely hinted at. If that were the case (viz. if 
Lessing had clearly indicated that Emilia loved the prince) , we 
should then know why the father kills her. Her love is indeed 
suggested, first by the way in which she listens to the prince 
and then by the way in which she afterward rushes into the 
room ; for if she did not love him, she would have repulsed 
him ; finally it is also expressed, but clumi^ily, by her fear of the 
chancellor's house. For either she is a goose to be afraid, or a 
loose young woman. But if she loves him, she must prefer to 
ask for death itself, in order to escape that house." * 

This question whether Emilia loves the prince or not, has 
given rise to the widest diiference of opinion as to her character, 
and hence as to the very nature of the tragedy. Some critics 
believe that to admit such a love is to misinterpret Lessing's 
drama completely ; others again maintain that the very essence 
of the tragic conflict of the drama consists in this semi-conscious 
love or rather attraction of Emilia for the prince. Only the 
dosest examination of the facts of the drama will enable us to 
determine this question. 

It is one of the most important principles of Lessing, a prin- 
ciple which he insists upon in his ^amburgifd^e 3)ramaturgie, that 
a tragic hero or heroine must not suffer undeservedly. Spotless 
characters suffering great misfortunes do not arouse our sym- 
pathy, but rather our horror. He says : *• A man may be very 
good and yet have more than one weak point, commit more than 
one error through which he throws himself into endless mis- 
fortune, which excites our pity and sorrow, but which is not 
in the least horrible, because it is the natural consequence of 
his error." * To make the characters of his drama conform to 
this principle. Lessing found it necessary to change entirely the 
characters as described by Livy. In the Roman story Virginia 



1 Kicmcrä SWittcUunflcn, II, 663. 

« Lachmann-Muncker Ed., X, 135. (3)romaturgle.) 
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is conceived as a perfectly innocent young girl who falls a victim 
to the tyranny and lust of the decemvir. Her horrible fate, like 
the fate of Lucretia, arouses the people to the highes t Indigna- 
tion and causes them to throw ofF the tyrannical yoke. Such a 
heroine Lessing could not use. Instead of persons of super- 
natural nobility and heroism, such as Corneille loved to portray, 
Lessing's principle requires characters, in whom human strength 
and virtue, and human weakness and even guilt are closely in- 
terwoven. Such a character Lessing aimed to portray in Emilia 
Galotti. 

Lessing himself partly characterizes her for us. He says in a 
letter to his brother : ** The maidenly heroines and philosophers 
are not at all to my taste. ... I know of no higher virtues in 
an unmarried girl than piety and obedience." * She is no 
heroine of classical antiquity, but an Italian girl of the I7th 
Century, the only child of Odoardo and Claudia Galotti, — 
people belonging to the higher middle class of society. By 
nature she resembles her father rather than her mother, and it 
was he who had the greatest influence upon the development of 
her moral character. It was he who inculcated into her those 
severe lessons of virtue, that distrust of things worldly and that 
proud disdain for life itself when honor is at stake, which de- 
termine her action in the most tragic moment of her life. Her 
childhood and her early womanhood were spent in the retire- 
ment and simplicity of country life. Then the somewhat vain 
mother induced Odoardo to allow her and Emilia to live for a 
time in Guastalla, so that the daughter might there enjoy the 
social advantages which could not be obtained in her country 
home. During their residence in the capital Emilia becomes 
engaged to the worthy young count Appiani, who is not 
a subject to the prince, but who came to Guastalla in hopes of 
obtaining a position at the court. The engagement is kept 

» Hempel Ed., XX i, 482-483. 
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secret, probably because Odoardo and Appiani hate the gossip 
which such a match between a nobleman and a girl of the 
Citizen class would arouse. The relation between Appiani and 
Emilia is not based upon deep passion. They are merely good 
friends. Emilia certainly respects his independence of char- 
acter and his high ideals, her father is delighted with him, her 
mother is proud of such an engagement, so that the union 
promises to become in every way a happy one. Soon after the 
marriage Appiani expects to go with his bride to his estates in 
Piedmont and live there quietly and independently. We may 
assume that he leaves Guastalla for a short time to make at his 
home the necessary arrangements for Emilia's reception. 

During his absence Emilia meets the prince at an evening 
gathering at the house of chancellor Grimaldi. This happens 
probably through the efförts of Claudia, who is vain and am- 
bitious for such social distinctions. Odoardo, however, who 
lives in solitude upon his estate near Sabionetta, knows for 
some time nothing of this meeting. What a deep Impression 
Emilia made that evening upon the prince, we learn from the 
opening scenes of the drama. Ever since that meeting, her 
beauty, her charming natural manners and her wit have driven 
every other thought from his mind and have put an end to his 
relations with Orsina. But that very meeting has also pro- 
foundly affected Emilia. Her father had probably represented 
the prince to her as a thoroughly depraved tyrant, as a man 
whom he feit himself obliged to shun, and to her surprise she 
found a man of a most winning personality, of a refined and 
graceful bearing, and of a captivating eloquence such as she had 
not heard before. If the prince was a tyrant, he was certainly 
an unusually attractive one. With passionate words she her- 
seif teils US the feelings which that evening aroused in her : »* I 
have young, warm blood, my father, just as any other girl. 
My senses too are senses. I will answer for nothing. I will 
Warrant nothing. I know the house of Grimaldi. It is a house 
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of pleasure. One hour there by my mother's side, and there 
arose in my breast a tumult which the strictest discipline of re- 
ligion took weeks to suppress" (page 93, lines 10-15). The 
strict discipline of religion of which she speaks can have but one 
purpose — to quiet her conscience. She considers it a great 
wrong that she, the affianced of another, should feel herseif at- 
tracted by the prince, a prince whom her father despises. 
Probably she does not State it to herseif in any such definite 
terms, but she finds that somehow her former peace of mind is 
gone. She feels restless, anxious, and being a pious Italian 
girl, she tries to find relief in prayer and in religious practices. 
She struggles hard to forget the prince, and after a cohflict of 
several weeks the impressions of that meeting begin to fade 
away. 

Finally the marriage-day is at hand and she goes in the 
morning to mass to pray more fervently than ever for the grace 
of Heaven. Suddenly, in the midst of her devotions, she hears 
the voice of the prince, hears him ardently confess his love for 
her. She is frightened, indignant, his words are to her the 
worst blasphemy, and yet — she cannot do what her mother 
would have wished her to do, she cannot flash upon him all the 
scorn which he deserves. **Dumb, dejected and trembling, 
she stood there as if she were a criminal hearing her doom " 
(page 48, line 25) . She flees from church, he follows her, but she 
has not the courage to look at him again. In anxious conflision, 
as if she were still pursued by him, she enters her home. She 
then relates to her mother her terrible experience in church : 
** And when I turned, I beheld him. Claudia — Whom child? 
Emiita, — Guess mother, guess! I thought I should sink into 
the earth. It was he himself. Claudia, — Who, himself? 
Einilia, — The prince " (page 30, hnes 10-16) . Her mind has for 
many weeks been so occupied with the prince that she thinks 
that by saying that **he himself" spoke to her, she fully de- 
signates the person. 
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What does all this confiision of Emilia in church and on the 
Street mean ? How does it disclose to us her feelings toward 
the prince ? Of course her anxiety and helplessness are in part 
due to her youth, to her inexperience, to the suddenness of it 
all, to the religious and moral shock that she, the affianced of 
another, should on her marriage-day be obliged to listen to a 
glowing confession of love from the Ups of no less a person than 
the prince. But these reasons alone are insufficient to explain 
her conduct. We know from what happens later on in the drama 
that she can be resolute, that she can regain her self-possession 
in a Short time. Claudia's characterization of her is very true. 
** She is the most timid and the most resolute of our sex. Un- 
able to master her first impressions, yet after the slightest 
reflection submitting to everything, prepared for everything" 
(page 79, lines 7-10) . When in the last act she learns that she 
cannot flee, she at once resolves to die. Why does she not show 
resolution here ? Why does she stand there * * dumb and down- 
cast like a criminal " ? The fact that it is the prince of the land 
who speaks to her cannot account for her fear, as Düntzer 
thinks, for she had once met him socially and had conversed 
with him with ease. If she really despised the prince, if his 
Personality were entirely indifferent to her, she would soon have 
found words to express her indignation and contempt for him . 
She, however, does not do it, and cannot do it, because that same 
tumultuous feeling which the prince once aroused in her, and 
which it took weeks of religious practicetosubdue, returnswhen 
she sees and hears him. She is divided against herseif; hermoral 
and religious instincts condemn the prince, but the woman does 
not feel herseif free in his presence. It is this conflict of emotions 
that causes her indecision and flight. Afterwards she feels the 
instinct to confess everything to Appiani, and yet she listens but 
too readily to her mother's ad vice not to disclose this episode in 
the church to him. She respects the superior judgment of her 
mother, and is almost glad to foUow it here, because Claudia's 
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explanation of the prince's conduct tends in a degree to quiet 
her conscience. 

What happens later on in the drama shows again what re- 
straint she feels in the presence of the prince ; how his voice, 
his manner, his passionate pleadings overpower her moral will, 
and render her helpless before him. 

After the attack of the bandits, when she hears that she is 
in the villa of the prince, she is filled with terror. The prince 
then appears alone, and after assuring her that her mother and 
Appiani are safe, offers her his arm to lead her to them. But 
Emilia does not believe him ; if nothing has happened to them, 
why are they not here ? The prince urges her again to go with 
him and dispel all her doubts, but his words disturb her more 
than ever, and in her helplessness she cries out : ** What shall 
I do?" When the prince asks her whether she suspects him, 
she rings her hands, and kneeling before him begs : ** At your 
feet, my lord." The prince interrupts her, admits that her 
silent reproach is deserved, that he should not have confessed 
his love to her and disturbed her, but in this very confession of 
his wrong, he really expresses again his love in intense eloquent 
language. He then leads her away, though with considerable 
hesitation on her part. Why again this weakness and indeci- 
sion ? Why does she kneel before him and implore him ? She 
now knows the prince, knows of his feelings for her, and yet is 
just as unable to answer him as he deserves, as she was in 
church, She is utterly powerless, begs him to spare her, and 
not to take advantage of her confusion. A little later on she 
somewhat regains her self-possession, for we leam from her 
mother that she speaks to him in a tone which keeps him at a 
distance. 

Finally she meets her father . She forces herseif to appear calm . 
The terrible misfortunes. of the day have made out of the in- 
experienced girl a woman fully conscious of her own character. 
Through the various indications of her mother, the plot of Ma- 
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rinelli and the prince against her honor dawns upon her. Hastily 
she reviews her own past conduct, she feels that ** her senses too 
are senses," that the prince's personality weakens her moral will, 
that to save her purer seif, she must flee from Guastalla. She 
despises his character, but still fears to be left alone with him. 
* * Alone in his hands ? Never, father, or eise you are not my 
father/l When, however, she hears that under a plausible pre- 
text she must remain in Guastalla, her forced calmness leaves 
her and in her fear and despair she resolves to die. When her 
father teils her of his former Intention of killing the prince, she 
quickly dismisses that thought. ** This life is all that the 
wicked have," she says. She is unwilling to bring additional 
misfortune upon her parents by approving of her father's des- 
perate thought. She alone wishes to die, for she feels that heavy 
guilt is uppn her, that her silence was perhaps the indirect cause 
of the death of Appiani, that through her weakness in the pres- 
ence of the prince her good name and that of her parents are 
in danger. The time is short ; the danger is pressing ; in her 
excitement she exaggerates everything. Do we then wonder 
that she uses every means iri her power to incite her father to 
kill her? 

Some critics have maintained that her severe Catholic training 
drives her to despair and death. According to them the Church 
teaches to avoid the world and the easy seductiveness of the 
senses. This teaching, they say, occurs to her in the last mo- 
ment, and rather than expose herseif to such danger, she prefers 
to die. But if Lessing had intended to make this teaching of 
Catholicism so important an dement in his drama, he certainly 
would have indicated it clearly and strongly from the very be- 
ginning. That she goes to mass on the morning of her mar- 
riage, and toward the end speaks of saintly women who willingly 
died to save their honor, by no means forces us to accept the 
above-mentioned stand point. 

Emilia is certainly no ideal heroine, but is thoroughly human. 
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Her tragic conflict consists in her inability to do that which her 
honor and duty prompt her to do. She cannot resist the prince, 
and in a passionate moment when she fears that she might yield 
to her weakness, she wills to die. She admits this weakness 
to her father, and to Interpret her own words difFerently leads 
US to forced conclusions and tends to make her a perfect woman, 
which Lessing by no means intended her to be. 

Odoardo. — The death of Emilia at the hands of her father 
has given rise to much adverse criticism upon the drama. It 
has often been asserted that the horrible deed of the father is 
entirely unnecessary, that vice carries off" the victory over 
vir tue, and that the drama has therefore a depressing effect. 
If this criticism be true, then Lessing failed completely in carry- 
ing out one of the very dramatic principles which his tragedy 
was intended to embody. For in his Dramaturgy he often 
emphasizes the principle that the action of the drama must be 
clear, that mere chance must everywhere be exciuded, that the 
catastrophe of the drama must appear to be so necessary that 
under the given conditions we could not conceive its happening 
otherwise. This was the most difficult problem of the drama. 
Lessing knew that the circumstances of the action had to be so 
arranged, and the character of Odoardo so developed that his 
fatal deed should appear inevitable, that instead of arousing our 
horror, it should fill us with the deepest sympathy for the fate 
of the unhappy father. Let us see whether he was successfuL 

By fine touches scattered throughout the drama, Odoardo's 
whole past life Stands clearly before us. It is not by mere 
Chance that Lessing makes him a soldier, a colonel, for a violent 
action of any kind appears more natural in a soldier than in a 
man of a more peaceful occupation. His rough virtue, his 
high Stern notions of honor, and his manly pride are also par- 
ticularly becoming a soldier. But this soldier is a disappointed 
man. He soon finds that the prince whom he serves is an 
unworthy one, and he learns to despise the court where ser- 
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vility, flattery and licentiousness prevail. From a sense of 
justice he opposes the prince's claim to Sabionetta, and hence 
is compelled to withdraw from the Service of the State. He 
determines to live henceforth an independent life, and therefore 
moves with his wife and child to his country estate near Sabio- 
netta. After several years, when Emilia has grown up to 
womanhood, his wife urges him to move again for a short time 
to Guastalla for the sake of their daughter's education. In his 
heart he suspects that it is the pleasure of society and the 
proximity of the court rather than more serious aims, that make 
his wife so anxions to live in the capital. He finally yields to 
her, but inflexible in his resolution, he continues to live upon his 
country estate and visits only occasionally his family in the city. 
He is glad of Emilia's engagement to Appiani, because the 
count's Ideals of a retired independent life resemble his own. 

A life of such resignation and solitude is very dangerous for a 
man like Odoardo. An Idealist by nature, very decided in his 
views, impatient when his paths are crossed, he loses in his 
retirement from the world that insight into men and things 
which is so essen tial in critical moments of danger. Disap- 
pointed with the world, he cherishes his severe Ideals of life 
more tenaciously than ever, his suspicion and distrust of society 
increase, and his brooding Imagination develops at the expense 
of his will. His lack of association with men has heightened 
his natural irascibility. He is apt to fall into a violent anger 
whenever anything happens which does not conform to his 
severe principles of life, and he is then in danger of losing his 
self-control and of saying or doing things which he is likely to 
repent in a calmer moment. His solitary life has made him at 
the same time introspective, so that he is fully aware of his 
failings and strives in vain to correct them. An active life and 
close contact with men might have curbed his impatience and 
his easily excitable nature, and might have developed in him a 
calmer and sounder judgment. 
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Such is Lessing's Odoardo — an entirely difFerent creation 
from Livy's Virginius — a man whose high virtues we must 
respect, but for whose weaknesses we tremble at his very first 
appearance upon the scene. When on the morning of the 
marriage-day he comes tx) Guastalla and hears that Emilia has 
gone to church without an attendant, he is beside himself with 
impatience, and when Claudia teils him that the prince met 
Emilia at the house of Grimaldi, he says : ** This is precisely 
the spot where I should be open to the most deadly wound. 
A libertine who admires, wishes to possess" (page 27, line 27). 
In fear of losing his self-control, he departs suddenly. 

The deed is done. The marriage party has been attacked by 
robbers ; Odoardo has been informed of the event and hastens 
to the scene of action. Orsina, the abandoned mistress, is at 
the villa, eager to avenge her wrongs by killing the prince. 
Gradually she unfolds to him the whole plot in all its horror 
and ugliness : that the count is dead, that his daughter is worse 
than dead, for she is about to become the mistress of the prince. 
Beside himself with wrath, he eagerly accepts the dagger 
which Orsina ofFers him. When his wife appears, it is only 
with difficulty that he can restrain himself from venting his 
wrath upon her, who is, in a way, the indirect cause of all this 
misfortune. Finally he is alone. He tries to regain his com- 
posure before meeting the prince. It is now that his indecision 
begins to assert itself. He wavers in his first resolve to kill the 
prince. Brooding, it occurs to him that an Orsina, a jealous 
infuriated mistress, roused him to this desperate thought. If 
he kills the prince he would therefore avenge vice, while his 
object is to rescue virtue. This reflection destroys his former 
resolve, and he is now satisfied with surrendering his revenge to 
Heaven. His only aim now is to save his daughter. 

Marinelli appears and informs him in the course of the 
dialogue that Emilia is to be separated from him and to remain 
iri Guastalla. The passionate nature of Odoardo is once more 
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aroused and again he determines to kill the prince. When left 
alone, he becomes somewhat calmer, and upon reflection con- 
demns himself for his rash conduct toward Marinelli, for in the 
outburst of his wrath he forgot to ask him for his grounds for 
the detention of Emilia. He fears that his anger is obscuring his 
reason, and therefore tries to regain füll mastery over himself. 
With the determination to act above all things calmly, he goes 
to meet the prince. The prince seems at first willing to sur- 
render the daughter to the father, but when Odoardo, over- 
joyed at this, is about to triumph over Marinelli, the latter 
develops his final plot. Odoardo sees through it all, and his 
wrath rises to such a pitch that he is about to kill the prince, 
when the latter checks him by saying : * « Calm yourself, dear 
Galotti." Most critics have supposed that the kindly gentle 
manner in which the prince utters the above words allays the 
wrath of Odoardo. But it is very hard to conceive how the 
manner of the prince, however fascinating, could make the 
enraged Odoardo waver in his purpose, especially since these 
. words could not have changed his opinion as to the designs of 
the prince. There must be something in these words them- 
selves which prevents the fatal blow. We know that he re- 
solved to suppress, during his interview with the prince, any 
outburst of passion that might blind his reason. But this he is 
unable to do. Unawares, his wrath becomes intenser than 
ever, and just then the words of the prince, spoken so quietly 
and naturally, remind him that he is in one of his dangerous 
moments. The prince uses almost the very same words that 
Odoardo utters to himself whenever he is about to act rashly, and 
therefore they make such an Impression upon him that he 
cannot at that moment stab the prince. Checking himself, he 
says : ♦♦ His guardian angel spoke that." He resolves again to 
act deliberately and struggles hard during the rest of the scene 
to maintain his self-control. 

The pretext on which Emilia is to be detained in Guastalla is the 
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suspicion that she might be an accomplice of the rival who caused 
the murder of Appiani, and therefore she must be examined. 
Already Orsina, in her conversation with Odoardo, expressed a 
similar suspicion, which, although then positively rejected by 
Odoardo, seems to have left a deep impression upon him. 
'* They had no slight matter to arrange," she says. ** And it 
is well if it was arranged, it is very well if your daughter 
escaped here willingly. Then, you see, it was after all no 
violent abduction, but only atrifling — assassination " (page 76, 
lines 20-25) • It seems that while Odoardo is lost in his brood- 
ings and groping for some rational course of action, the thought 
occurs to him that if Orsina's, the prince's and Marinelli's In- 
terpretation of the death of Appiani should also be shared by 
the World at large, Emilia's good name would then be ruined 
forever, and in that case it would be better for her to die rather 
than be subjected to an examination in Guastalla. Since it is 
almost certain that the thought of killing his daughter comes to 
him before his final soliloquy, his present motive for committing 
such a deed can be only the one just mentioned. Accord- 
ingly, he begs to be allowed to speak with his daughter, and by 
feigning compliance with the prince's arrangements, his wish is 
granted. 

In the soliloquy which follows, the plan of killing Emilia in 
Order to wrest her from the prince and free her from the 
ignominy of a dishonorable suspicion is clearly hinted at. But 
his soul is now so enwrapt in gloom that he begins to distrust 
even the innocence of his own daughter. Finally he is so con- 
flised and frightened by all these thoughts that he is almost 
ready by a mere subterfuge to quiet his conscience and leave 
Emilia to her fate. Just then she enters, and still uncertain as 
to what to do, he eagerly interprets her appearance at that very 
moment as a sign that Heaven approves of his horrible purpose. 

In the scene that follows, it is only Emilia's resolve to die 
that finally determines Odoardo to action. If she herseif were 
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not SO firm, the vacillating father would never have committed 
the deed, for he hesitates tili the very end, even after he hears 
Emilia''s confession of her inability to resist the dangers that 
threaten her. It is not tili Emilia, knowing his sensitive 
nature, reproaches him for lacking in that high sense of honor 
which the Roman Virginias feit, that Odoardo, stung by her 
words and aroused to the highest passion, Stabs her. 

If Odoardo had deliberately planned and executed the deed, 
it would have been horrible instead of tragic, but by portraying 
him as an irresolute man, struggling in vain to find the right 
course of action, and prone to outbursts of anger which for the 
moment are beyond his control. Lessing succeeds in arousing 
our pity for the unfortunate man, in spite of his committing an 
unnatural deed. The critics who have regarded the catastrophe 
as unnecessary or forced, have not taken sußiciently into ac- 
count this hesitating and yet quickly inflammable nature of 
Odoardo, and so have ascribed to him more strength and cool- 
ness than he really possesses. The tragedy of his life consists 
in his extreme ideal ism, which made him renounce all active life, 
because the world as he found it did not conform to his high 
Standards, and which renders him totally incapable of dealing 
with that very world, at a time when immediate and decisive 
action is imperative. 

This sudden rise of passion which proves so fatal to Odoardo, 
Lessing doubtless took from his own life. Even as late as 1778, 
in the midst of his controversy with GÖze, he compares himself 
to his father as follows : *' Very well, dear old man, very well. 
I know you. You were such a good man and yet such a pas- 
sionate one. How often have you yourself complained to me, 
complained with a manly tear in your eye, that you feil so easily 
into a passion, . . . ! How often did you say to me : * Gotthold, 
I beg you, take example by me ; be on your guard ! For I 
fear, I fear — and I should like to have improved, at least in 
you.' Indeed, old man, indeed. I still feel it often enough." 
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But Lessing's heroic life shows a steady conquest of that weak- 
ness. Though often disappointed with the world, he never 
withdrew from it, but remained throughout his life a leader of 
men, fighting often single-handed for the highest ideals of 
humanity, and eventually compelling his nation to accept them. 
The Prince. — The peculiar role which the prince was to 
play in the drama required a character quite difFerent from that of 
the Roman decemvir. If the prince were merely a brutal tyrant 
like Appius Claudius, there could never have arisen any conflict 
in the soul of Emilia, and she would have died as an innocent 
prey to the lust of an arbitrary sovereign. The prince had to be 
represented not merely as an absolute ruler, but also as a man 
of a very attractive personality, in order to make Emilia^s inner 
struggles probable and her fate really tragic. Accordingly, his 
character, as it is evolved in the drama, is an entirely new 
creation of Lessing. That he is young and handsome, we may 
assume from the general Impression which he makes upon us. 
In his education and morals he shows the great weakness which 
the absolutism of the I7th Century developed. He regards his 
Office as conferring certain great Privileges upon him, but not as 
imposing on him correspondingly great duties and responsi- 
bilities. He is, however, not a tyrant who deliberately intends 
to oppress his people, but he simply knows nothing of the 
serious duties which a sovereign owes to his country. Matters 
of State are tiresome to him, especially when they interfere with 
his personal pleasures, and at such times he carelessly resigns 
them to his councillors, even when questions of the most serious 
Import are to be settled . By temperament he is kindly, capable 
of generous sentiments, and fair-minded, as is seen in his 
favorable characterization of Odoardo and Appiani, men who 
are by no means his friends. He certainly could have de- 
veloped into a worthy, though perhaps weak ruler, if he had 
been educated to feel some higher duty toward himself and his 
subjects. But as it is, we can well understand how he becomes 
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the mere tool of an unscrupulous courtier, to whom the favor of 
the prince s the highest end in life. 

Although the moral will is entirely wanting in the prince, the 
aesthetic element of his character is quite strong. He is de- 
cidedly a man of culture. He loves art and encourages it, and 
in his conversation with Conti shows that he has devoted some 
thought to the problems of art. Like many Italian princes of 
the Renaissance, he takes delight in beinga Maecenas to artists, 
whom he rewards lavishly. In his passions he is by no means 
a gross sensualist whom mere physical beauty captivates. A 
certain amount of delicacy must even here be admitted. 
Orsina attracted him because she loved books and philosophy, 
because she seemed to him for a time intellectually superior to 
the ordinary woman, büt as soon as he found that her intellect- 
uality savored of pedantry, she repelled him. He then con- 
tracts a passion for Emilia, in part, no doubt, because her 
innocence and her unafFected and thoroughly healthy nature are 
a decided contrast to Orsina's character. His language has the 
easy eloquence and grace of a man who has associated with 
artists and men of wit, and at times, when he is passionately 
stirred, his words have the ring of sincere afFection. Such a 
man naturally impresses a girl as inexperienced as Emilia, 
especially since we know that she respects rather than loves 
Appiani. And what a contrast there is between the brilliant 
Personality of the prince and that of Appiani ! From the latter 
she probably never heard any such words of passion as the 
prince utters in church and in Dosalo, for even on his marriage- 
day Appiani approaches his bride with a stränge melancholy 
and a foreboding of evil. That the prince really loves her, we 
can hardly believe, for his character is too whimsical to admit 
of any lasting affection ; but his feelings toward her are certainly 
purer than he ever entertained toward any other woman 
(see page 6, line 5). The very fact that after meeting her at 
the house of Grimaldi, he is satisfied with a mere quiet con- 
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templation of her innocence and beauty, shows that he feels for 
her so mething more than a fleeting passion. This somewhat 
sentimental State of mind lasts for a time, until Marinelli in- 
forms him of the intended marriage of Emilia. This news 
rouses him to the uttermost, and it is interesting to observe 
how his quiet and pure feelings for her gradually change and 
grow into a reckless passion which threatens from the very 
beginning to become destructive. Totally devoid of any prin- 
ciple of morality and duty, and utterly unable to curb his desires, 
he readily grants to Marinelli every freedom of action in order 
to prevent the impending danger. Moreover, eager to do 
something for himself, he rushes to church, speaks to Emilia, is 
observed by Orsina's spies, and in so doing, betrays the plans of 
Marinelli. His unprincipled passion is finally the cause of the 
death of the innocent girl to whom he owes the first stirrings 
of purer emotions. 

The remaining characters of the drama are so self-evident that 
they hardly need any Interpretation. 

Marinelli is a court creature despised by everyone who 
knows him, even by the prince, when he does not need him 
(see page i6, line 7, and page 44, line i). He is remarkably 
quick and ingenious in spinning out one intrigue after another, 
and yet all his plots fail, largely because he cannot understand 
how other people can Interpret things difFerently from himself. 
Accordingly, he always falls to comprehend the true motives of 
all the characters with whom he has to deal. So he thinks that 
Claudia and Odoardo will calmly submit, as soon as they find 
out that it is the prince who finds their daughter attractive. 
He thoroughly misunderstands Appiani, and makes a fatal mis- 
take when he allows Odoardo to speak to Emilia. He is so 
ignorant of the character of Odoardo that he believes that the 
latter is entirely satisfied with the reasons given for the deten- 
tion of Emilia and suspects nothing. 
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Marinelli served as a model for the intriguing courtier in the 
** Storni and Stress" dramas. Schiller''s character Wurm in 
Kabale unb fiiebc was certainly modeled after Marinelli. 

Orsina is one of the most powerful creations of Lessing. She 
is to be compared wifh Marwood, the corresponding character 
in ** Miss Sara Sampson,"in order to understand what progress 
Lessing made as a dramatist slnce 1755 . She performs a double 
function in the economy of the drama. She first serves as a 
contrast to Emilia, for we must know what the environment of 
the prince was before he met Emilia, to understand the real 
nature of his new passion. In the second part of the drama she 
represents, as Richard Maria Werner puts it, the *♦ opinion of 
the World." To Marinelli she shows that the world will regard 
the prince as the real instigator of the murder of Appiani ; to 
Odoardo she discloses the plot, and insinuates that the people 
will probably consider his daughter an active participant in the 
crime (see page ^d, line 20). **One may almost say," says 
Werner, *« that Orsina fulfills in the scenes of the fourth act the 
function of the antique chorus." She was the model for Lady 
Milford in Kabale unb fiiebe. 

Appiani is interesting to us because Lessing has endowed 
him with a sentimentality and an aversion to -active life, which 
are marked traits of Rousseau's characters. Also Yellheim in 
9Kinna Don SBarnfielm, and the Klosterbruder and the Derwisch 
in S^atl^an bcr 3Seife, show traces of Rousseau's Ideals. But Les- 
sing regards the longing of all these characters to pass their 
lives in some secluded corner of the earth, away from the turmoil 
of the World, as a weakness to be overcome. In Opposition 
to Rousseau's teachings, Lessing thought that the highest Ideals 
can only be realized by struggling in the world and not by fleeing 
from it. 

The minor characters like Claudia, Conti and Angelo, have 
all an individual life of their own, besides being necessary agents 
in the action of the drama. Lessing's method here is in marked 
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contrast to the French System of confidants, which he attacked 
so vigorously in his Dramaturgy. 

IV. THE CATASTROPHE. 

It has already been mentioned in connection with the charac- 
ter of Odoardo, that some critics regard the catastrophe as un- 
necessary and as wounding our sense of justice. Others regret 
that the political dement of the Roman story has been left out. 
They think that a total overtlirow of the government of Guastalla 
and the destruction of the prince and his corrupt court, would 
have been some retaliation for the wrongs sufFered by Emilia, 
Odoardo and Appiani. There are still others who demand at 
least the death of the prince and of Marinelli, and blame Les- 
sing for not having made Odoardo strike the blow when he was 
about to do so. 

AU these proposed suggestions are interesting, and would be 
more or less helpful to a dramatist who might wish to write 
another drama on the same theme. The question to be con- 
sidered here is not whether some other drama with quite difFer- 
ent characters and situations and with an entirely different 
catastrophe would have been more satisfactory. Such questions 
lead to vague and fruitless speculations which only another 
drama, that successfully carried out some of the above-mentioned 
suggestions, could settle. It is the duty of the critic to judge a 
work not from the Standpoint of some imaginary drama which 
might have appealed to him more strongly, but primarily from 
the point of view of the poet, from the characters and conditions 
chosen by him. What we must seek to determine is whether 
with the characters as conceived and developed by Lessing, and 
with the circumstances which he depicts, the catastrophe could 
have been different. Lessing says in his Dramaturgy : ** From 
the stage we are not to learn what such and such an individual 
has done, but what every man of a certain character would do 
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ander certain given circuinstances . The object of tragedy is more 
philosophical than the object of history." * Elsewhere he says : 
«* He (the dramatic poet) will consider above all things how to 
invent a serics of causes and effects according to which these 
improbable crimes could not but happen. Not satisfied with 
basing their probability upon historical authority, he will endeavor 
so to construct the characters of his personages, will endeavor 
so to necessitate, one from another, the events that place his 
characters in action, will endeavor to define the passions of 
each character so accurately, will endeavor to lead these passions 
through such gradual Steps, that we shall everywhere see nothing 
but the most natural and common course of events. With every 
Step we see his personages take, we must acknowledge that we 
should have taken it ourselves under the same circumstances 
and when stirred by the same degree of Passion. Hence nothing 
will repel us but the imperceptible approach to a goal from 
which our Imagination shrinks, and where we suddenly find our- 
selves filled with pity for those whom a fatal stream has carried 
so far, and füll of terror at the consciousness that a similar 
stream might also have carried us away to commit deeds, which 
in calm moments we should have regarded as far removed from 
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Lessing's ©milia ©alolti is the finest example of this ruie of 
tragic necessity. All the characters act as they must under the 
given circumstances. We have seen why a man like Odoardo 
could not kill the prince at the moment when he raised his arm 
to do so. In the final scene between Odoardo and Emilia, we 
so well understand their characters and the State of mind of each 
at that time, that the catastrophe seems to be inevitable. A 
carefiil analysis of the events leading up to the catastrophe, 
shows throughout the same dramatic necessity. So, for example, 



* Lachroann-Muncker Ed., IX, p. a6i. 

* Lachmann-Muncker Ed., IX, p. 267. 
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we know very well why the prince neglects to read the letter of 
Orsina, in which she begged him for an interview in Dosalo. 
We also understand why he cannot help rushing to church and 
speaking to Emilia, contrary to his promise to Marinelli. If he 
were a more calculating libertine, he would have carried out his 
agreement with Marinelli and gone immediately to Dosalo, but 
in that case the action of our drama would have been impos- 
sible. 

Again, Qrsina acts in füll conformity with her character, when 
feeling herseif abandoned by the prince, she hires spies to watch 
all his movements and thus finds out who her rival is. Then, 
thinking that the prince went to Dosalo because he read her 
note, she appears there, and being refused the desired inter- 
view, she eagerly seizes the first opportunity to avenge herseif 
upon him, discloses to Odoardo the plot, and gives him the 
dagger. 

Or, to choose another example, what is more natural for a 
woman like Claudia than to wish to live for a time near the 
court, to be presented to the prince, and to feel flattered by his 
attentions to her daughter? If she were a somewhat wiser 
mother, the first meeting of Emilia and the prince could never 
have taken place. When Claudia finally realizes the mistake 
she has committed in introducing Emilia to the prince, she must 
urge her to say nothing to Appiani of the meeting in church. 
And yet, if Appiani had been informed of this event, the action 
of the drama would doubtless have taken quite a different 
course. 

How well motivated is the murder of Appiani ! Marinelli 
must hate a man of Appiani's independence, especially since he 
knows that the prince respects him and wishes to attach him to 
his court, and that therefore his own position as the first court 
favorite is in danger. When he is challenged by Appiani to a 
duel, we know that he will not have the courage to fight, and so 
he arranges for the murder öf the count, because he can thereby 
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dispose of a rival, gratify bis personal revenge, and serve tlie 
prince at the same time. 

From tliese and other examples it is clear that every character 
in the drama acts for his own interests, and yet all these in- 
dividual actions naturally work into each other, and all unite to 
produce the catastrophe. The drama is therefore by no means 
an intrigue, as Hettner calls it, but one of the best character- 
dramas in German literature. 

It has also been often urged that in our tragedy vice con- 
quers virtue, because Emilia dies, and Marinelli and the prince 
escape unpunished. According to this point of view, life ought 
to be the reward for virtue and death the punishment for sin. If 
we accept such a position, vve must condemn some of the 
greatcst dramas in the world's literature. For instance, Anti- 
gone and Cordelia, both characters of the highest moral worth,- 
also sufFer a violent death, and yet we should hardly say that 
Sophocles and Shakspeare violated poetic justice. Nor can we 
say that the death of a hero or heroine in a drama is a conse- 
quence of their so-called tragic guilt, for it would be absurd to 
Claim that the death of Cordelia was a punishment commen- 
surate with her few failings. Poetic justice cannot therefore be 
measured by the fact that the hero is dead or alive at the end 
of the drama, for that depends entirely upon the combination of 
circumstances in which he finds himself, or in other words, 
upon the action of the drama. 

What we mean by poetic justice is the conviction that the 
poet sees in the manifold and seemingly chaotic relations of man 
the rule of a higher law, the law of organic society, which is 
steadily being realized in the world. The dramatic poet shows 
US how the unrestrained Impulse of man tries to break through 
the restraints of the law of social order, and how in the conflict 
which ensues, this law must in the end prevail. 

Such a conflict we have represented in Gmilia ©alotti, for the 
struggle around which the whole drama turns, involves the 
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purity and stability of the family. The prince armed with the 
authority af an absolute ruler and endowed with every personal 
advantage, is entirely worsted when he comes into conflict with 
a strong moral will, such as Emilia finally develops. She dies, 
but the principle for which she dies, Stands inviolate at the end 
of the drama. 

And yet, although poetic justice is not violated by Lessing, 
there is one difficulty about the catastrophe which will partly 
account for the dissatisfaction that the drama arouses in us. 
Much doubt has been expressed as to the way in which the last 
scene of the fifth act should be played. Are the prince and 
Marinelli changed by the tragic death of Emilia? Both express 
their horror at the event, but do the last words of the prince 
really indicate that his conscience has been finally aroused, that 
he at last realizes through the death of Emilia the sacredness of 
family life, and that his actions as a man and a sovereign will 
henceforth show the influence of this eventful day? Or is his 
horror at the end merely momentary, and will similar deeds be 
perpetrated in Guastalla after the Impression of this terrible 
catastrophe will have faded away? Is Marinelli foreVer dis- 
missed from court, and will the prince seek in the future better 
counsellors, who will help him in governing his people as is be- 
fitting a sovereign? There is little or nothing in the drama that 
will help US in answering this question. Some actors have re- 
presented Marinelli as a completely broken man, because he is 
forever dismissed from court, and others again as merely feign- 
ing sorrow, and indicating to the audience by a side glance and 
an accompanying gesture, that the prince will soon need him 
and call him back again. This doubt as to the real State of 
mind of the prince is oppressive. The events of a great drama 
should bring clearly to view the füll content of the characters of 
the actors, and if this is not done, the end must be unsatis- 
factory. 

It seems that Lessing really intended the slumbering moral 
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sense of the prince to be aroused by the catastrophe. Therefore 
he did not make him thoroughly depraved, but merely mis- 
guided by a villainous courtier. A man who can genuinely re- 
spect an Odoardo, who can appreciate Ihe worth and the Ideals 
of an Appiani, who, for a time at least, can lose himself in the 
pure adniiration of an innocent girl, is not incapable of moral 
regeneration. But all this Lessing leaves in doubt throughhis 
laconic ending. He himself often emphasizes in the Dramaturgy 
the necessity of a perfectly clear well-defined action, which 
should never leave the spectator in doubt. This principle is 
not sufficiently carried out in our drama. Somehow we feel that 
the work as it Stands, is still incomplete ; we long for a fuller ex- 
planation and are disappointed. 

Note to page xviii. — Gustav Roethe has pointed out that some 
traits in the characters of Claudia, Odoardo, Emilia and Orsina were 
suggested to Lessing by the corresponding characters in Crisp's dramas 
and that even the language of (Smilia Oalotti shows here and- there 
distinct traces of Crisp's influence. So Lessing's famous sentence 
toward the end of the drama: „eitic ^o\t Qcbrod^cn, c^c ber @turm 
ftc entblättert," is doubtless merely a delicate improvement upon a 
similar sentence in Crisp's tragedy : " Sweet hapless flower, untimely 
cropt by the feil plantares hand." Several other such parallel passage, 
in the two dramas Roethe has discovered. (See SSiertelja^rfci^rift für 
Sitteraturgefci^idlte, 1889, 520-529.) 



©in 2;raucrf:|)icl in fünf 3lufäügen 
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(SmtHa (^alotti. 

Oboarbo unb ) 

^, ,. >-@aIotti, (gltern ber (Smilia. 

(Slaubta j 

^ettore ©on^aga, $rlng don ©uaflaüa. 

SKarlncUl, Äantmerl^erT be« ^ringen. 

(Samtllo 9{ota, einer don bed ^ringen WSiitw, 

Conti, analer. 

@raf Sl^^iani. 

©räfin Orfina. 

^ngelo unb einige ^ebtente. 

(2) 



3)ic @ccnc: ein Äabinett be« ^ringen. 



(Erftcr Ztuftrttt. 

3)er 5ßrina. Äammerbiener be§ ^rinjen. 
^Cr $ring (au einem «rbeiätifd^e ooUcr »ricff(^aftcn unb Rapiere, bcren 

einige er burcj^iäuft). Älageii, mci^tg al^ Äla^cii! Sittfc^riften, 
nid^t^ ate S3ittfc^riften ! — 2)ie traurigen ©efd^äfte ; unb man 
bencibet un^ nod^ ! — 2)a§ glaub' id^; toenn h)ir allen l^elfen 
lönnten, bann toären Wxx ju beneiben. — ©milia? Onbemer m^ 5 

eine ©on bcn SJittfc^riften auffd^lagt unb na^ bem unterfc^ri ebenen 9?ameu fie^t.) 

eine ßmilia? — 3lber eine ©milia SSruneöd^i — nid^t ©alotti. 
5Ric^t (gmilia ©alotti! — SBa« h)ia fie, biefe (gmilia Sru« 
ne^d^i? (®r ucfet.) 33iel gefobert, fel^r biel. — 2)od^ fie l^eifet 

(Smilia. @eh>äl^rt! (®r unterfd^reibt unb tUngelt, worauf ein Jtammerbiener lo 

i^ereintritt.) (g^ ift h)ol^I nod^ feinet bon ben 3läten in bem 
3Sorjimmer? 

^er ^ammerbtener» 9{ein. 

2)eir ^riiia. ^d^ l^abe ju frül^ Stag gemad^t. — S)er 5Korgen 
ift fo fd^ön. 3^ h)itt augfal^ren. SRard^efe 9KarineIIi fott mid^ 15 
begleiten. Sa^t i^n rufen, (i^cr Äammerbiener gei^t ah.) — 3d^ lann 
bod^ nid^t mel^r arbeiten. — ^d^ h?ar fo rul^ig, bilb* id^ mir 
ein, fo rul^ig — auf einmal mu^ eine arme 33rune§d^i (Smilia 
l^ei^en; — iDeg ift meine 3lu^e unb atteö! — 
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^cr ^ammerbiener (it)ei(^cr »icbcr ^ercintritt). ^aä) bcm ^Bar« 
d^efe ift gefd^irft. Unb l^ier ein Srief bon ber ®räfin Drfma. 

2)cr ¥J^i«a» 2)cr Drfma ? Segt i^n l^in. 

^er ^ammerbiener* ^l^r Säufer toartet. 
5 ^cr ^rina, 3^ h)itt bie 3lnth)ort fenben, \t>^nn e§ einer 
bebarf. — SBo ift fie? 3n ber ©tabt? ober auf i^rer aSitta? 

2)er ^ammerbiener* ©ie ift geftern in bie ©tabt ges 
fommen. 

^cr ^rina. 2)efto fd^Iimmer — beffer, luottt' id^ fagen. 
lo ©0 braud^t ber Säufer um fo toeniger ^u toarten. (2)er Äommcr. 

biencr gc^t ab.) WltXXlt teure ©räfin ! («ttter, intern er beii »rief in 
bie ^anb nimmt) ©0 gut ol^ gelef eu ! (unb i^n roiebcr »eowirft.) — 

5Run ja; id^ ^abe fie ju lieben geglaubt! 2Bag glaubt man 
nic^t atte^I Äann fein, id^ f)aU fie aud^ toirüid^ geliebt. 
15 2lber — id^ l^abe ! 

^er Äommcrbiencr (Der nod^mais ^ereintritt). 2)er 3RaIer 6onti 
h)itt bie ®nabe l^aben 

2)cr *;priita. ßonti? Siedet tüol^I; la^t i^n l^ereinfommen. 
— S)aö h)irb mir anbere ©ebanfen in ben Äoj)f bringen. — 

(<Ste^t auf.) 



gtDCtter 2tuftrttt. 

©onti. 5Der ^ßrina. 

2o 2)cir ^mg. ©Uten 3Worgen, ßonti. SBie leben ©ie? SBag 
mad^t bie Sunft? 
©otttu $rinj, bie Äunft ge^t nad^ Srot. 
2)cr¥riiig. 2)a« mu^ fie nid^t; bag foll fte nid^t, — in 
meinem fleinen ©ebiete getoi^ nid^t. — 2lber ber Äünftler 
25 mu^ aud^ arbeiten tootten. 
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eotiti. arbeiten? ®a8 i[t feine Suft. 9iur ju biel axc 
beiten muffen, lann il^n um ben Flamen Äünftler bringen. 

2)cr ^rtna. ^d^ meine nid^t öieleg, fonbern öiel: ein 
Wenige«, aber mit g^lei^. — ©ie lommen bod^ nid^t leer, 
Sonti ? - 5 

Gotitu ^d^ bringe ba§ Porträt, toeld^eö ©ie mir be= 
fol^Ien l^aben, gnäbiger §err. Unb bringe nod^ eine«, toeld^e« 
©ie mir nid^t befolgten ; aber toeil eö gefeiten ju toerben ber« 
bient — . 

2)cr $ritt$. Sene« ift ? — Äann id^ mid^ bod^ laum er« lo 
innem — 

(iontl 2)ie ®räfin Drfina. 

^er$rttt$. SSBa^r ! — 2)er Sluftrag ift nur ein toenig 
Don lange l^er. 

doniu Unfere fd^önen 2)amen fmb nid^t alle 2^age jum 15 
SWalen. 3!)ie ©räfin ^at feit brei 5Wonaten gerabe einmal 
ftd^ entfd^Iie^en fönnen, ju fi^en. 

2)eir¥nttj5, SBo ftnb bie ©tüdfe? 

(Sontu gn bem 3Sorjimmer: id^ ^ole fie. 



Dritter Ztuftrttt. 

2)er ¥rin^ 3^r 33ilb ! — mag ! — ^^r «ilb, ift fte 20 
bod^ nid^t f eiber. — Unb öieHeid^t finb* id^ in bem Silbe 
toieber, toaö id^ in ber $erfon nid^t me^r erblidfe. — ^d) 
iDitt e« aber nid^t toieberfinben. — 2)er befd^toerlid^e 3Raler ! 
3d^ glaube gar, fie ^at il^n beftod^en. — SBär* e« aud^ ! 
äßenn il^r ein anbere« S3ilb, ba« mit anbern garben, auf 25 
einen anbern ®runb gemalet ift, — in meinem §erjen hjieber 
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^Ia§ machen toitt: — tüal^rlid^, id^ glaube, id^ toär' c^ ju* 
frieben. 311^ id^ bort liebte, »ar id^ immer fo leidet, fo 
fröl^Iid^, fo au^gelaffen. — 9iun bin id^ bon allem ba§ ©es 
genteil. — 2)oc^ nein ; nein, nein ! Sel^äglid^er ober nid^t 
5 beJ^ägUd^er ; id^ bin fo beffer. 



Pterter 2tuftrttt. 

^er ^Ttns. @)onti, mit ben ^em&\hen, tuot^on er ha^ eine bertuanbt 
gegen einen @tu^t lehnet. 

Gonti (tnbctn er baS anberc jured^llUcaet). ^d^ bitte, ^rinj, ba^ 

©ie bie Sd^ranfen unferer Äunft eripägen tootten. asiele§ 
t)on bem Slnjüglid^ften ber ©d^önl^eit liegt ganj au^er ben 
©renjen berfelben. — 2^reten ©ie fo ! — 

10 2)er ^HtlJ (nod^ einer furjen »etrat^tung). SSortrefffid^, ßonti ; 

— ganj bortrefflid^ ! — 5Da« gilt S^rer Äunft, S^rem ^infel. 

— Slber gef d^meid^elt, ßonti ; ganj unenblid^ gefd^meid^elt ! 
ßontu 2)a§ Original fd^ien biefer 3Jleinung nid^t gu fein. 

Slud^ ift eg in ber 2:^at nid^t mel^r gefd^meid^elt, afe bie 
35 ßunfi fd^meid^eln mu^. 2)ie Äunft mu^ malen, h)ie fid^ bie 

J)laftifd^e 9Jatur — toenn eg eine giebt — ba^ S5ilb badete : 

ol^ne ben Slbfall, toeld^en ber toiberftrebenbe ©toff unber= 

meiblid^ mad^t; ol^ne ba^ 3Serberb, mit hjeld^em bie S^xt 

bagegen an!ämj)fet. 
20 ^er$]rttt$. 5Der benlenbe Äünftler ift nod^ ein« fo mcl 

iDert. — 3lber baö Original, f agen ©ie, f anb bemungead^tet — 
ßontt, aSerjeil^en ©ie, ^rinj. 3)ag Original ift eine ^er^ 

fon, bie meine ß^rerbietung fobert. 3^ ^^^^ ^^^^^ 9?adbs 

teilige« öon il^r äußern toollen. 
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5)er ^ritij. ©o biel, aU ^f)ntn beliebt ! — Unb toa« fagte 
ba§ Drißinal? 

Gonti. 3^ 6i^ juf rieben, fagte bie ©räfin, iDenn id^ 
nid^t l^ä^Uc^er audfe^e. 

^Jer^rtttj. 5Ri(i^t j^ä^lid^er? — D ba^lDal^re Drißinal! 5 

dottti« Unb mit einer 5Kiene fagte fie ba«, — öon ber 
freiüd^ biefe^ il^r Silb leine @pm, leinen aSerbad^t jeiget. 

^er^ritt}« 3)a« meint' id^ ja; ba« ift e« eben, toorin 
id^ bie unenblid^e ©d^metd^elei finbe. — D! id^ lenne fte, 
jene ftolje l^öl^nifd^e SKiene, bie aud^ ba« ©eftd^t einer ©rajie 10 
entftellen toürbe ! — 3^ leugne nid^t, ba^ ein fd^öner 3Jlunb, 
ber ftd^ ein toenig fj)öttifd^ öerjiel^et, nid^t feiten um fo biel 
fd^öner ift. 2lber hjol^l gemerlt, ein toenig: bie aSerjiel^ung 
mu^ nid^t biö jur ©rimaffe gelten, hjie bei biefer ©räfin. 
Unb Slugen muffen über ben toottüftigen ©i)ötter bie Slufftd^t 15 
fül^ren, — Slugen, h)ie fte bie gute ©räfin nun gerabe gar 
nid^t ^at 2luc^ nid^t einmal l^ier im Silbe l^at. 

eonti» ©näbiger §err, id^ bin äu^erft betroffen — 

5)er*rtiij. Unb toorüber? Sitte«, hja« bie Äunft au« 
ben großen, l^eröorragenben, ftieren, ftarren SKebufenaugen 20 
ber ©räfin ©ute« mad^en lann, ba« l^aben ©ie, ßonti, rebUd^ 
barau« gemad^t. — Sleblid^, fag' id^ ? — Siid^t fo reblid^, hjäre 
reblid^er. 3)enn fagen ©ie felbft, ßonti, lä^t fid^ au« biefem 
Silbe tool^l ber ßl^aralter ber ^erfon f d^lie^en ? Unb ba« fottte 
bod^. ©tolj l^aben ©ie in SSBürbe, §o^n in Säd^eln, 2lnfa| ju 25 
trübftnniger ©d^toärmerei in fanfte ©d^hjermut bertoanbelt. 

Gotitt iitmai üxQtxii^), 211^, mein ^rinj, — h)ir SKaler 
rechnen barauf, ba^ ba« fertige S5ilb ben Siebl^aber nod^ 
ebenfo toarm finbet, al« toarm er e« beftettte. SBir malen 
mit Slugen ber Siebe, unb Slugen ber Siebe müßten m^ aud^ 30 
nur beurteilen. 



8 (Emtlta (Salottt. 

2)cr¥ntt5» 3^ "W"/ ßonti; — iDarum lamcn ©ic nid^t 
einen 5Konat frül^cr bamit? — ©c^cn ©ie tocg. — SBa« 
i[t bag anbete ©tücf? 

^onix (inbcm er cS l^olt unb «ocj^ oerfci^rt in ber ^anb ^ätt). 3luc6 ein 

5 iDeiWid^eg Porträt. 

^er Britta* ®o möd^t* id^ e§ balb — lieber gar nid^t 

feigen, ^mn bem ^hzal l^ier (mit bcm Ringer auf bie ©ttnic) — 
ober melmel^^r l^ier (mit bcm f^inger auf ba§ ^era), f öttttttt e§ bod^ 

nid^t bei. — ^i) .toünfc^te, ßonti, 3^^^ Äunft in anbem 
10 aSortüürfen ju betounbem. 

Goittt. eine betounbernStüürbißere Äunft giebt e§, aber 

fid^erlid^ leinen beiDunberngiDürbißern ©egenftanb aU biefen. 

^cr^ßrittj^. ©0 iDett' id^, gonti, ba^ eg be« Äünftler« 

eigene ©ebieterin ift. — (3" bcm ber SWnler baS »«b umwenbet.) SBag 

isfel^' i(^? S^t SBerl, 6onti? Ober ba« SBerl meiner $^an= 
tafte ? — emilia ©alotti ! 
Goittt. aSJie, mein ^rinj? ©ie lennen biefen ßngel? 

^Cr $rin5 (inbcm er pd^ ju faffen fu*t, aber o^nc ein «uge von bem »ilbc 

auücrtoenben). ©0 l^alb ! — um jte eben iDieber ju lennen. 

20 — (gg ift einige SBod^en l^er, alg id^ fie mit il^rer 3Jlutter in 
einer SSeggl^ia traf. — Siad^l^er ift fie mir nur an l^eiligen 
(Bi'dttzn tüieber Dorgefommen, — h?o ba§ ätngaffen fid^ Weniger 
jiemet. — 2lud^ fenn* id^ il^ren 3?ater. @r ift mein 3^reunb 
nid^t. er iDar e«, ber fid^ meinen 2lnfj)rüd^en auf ©abionetta 

25 am meiften toiberfe^te. — @in alter 2)egen, ftolj unb raul^, 
fonft bieber unb gut! — 
Gottti. 2)er 3Sater ! 3lber ^ier I^aben h?ir feine 2^od^ter. — 
^cr ^riitj. Sei ©ott ! h)ie au§ bem ©J)iegel gefto^len ! 

(9?od^ immer bie «ugcn auf ba§ »ilb gcl^cftct.) D, ©ie tüiffeU e^ ja 

30 tüol^l, ßonti, ba^ man ben Äünftler bann erft red^t lobt, 
iDenn man über fein SBerf fein £ob öergi^t. 
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ßotttt. ®Ux6^\voi)l l^at mxä) biefeö nod^ fe^r unjufricben 
mit mir gclaffen. — Unb bod^ bin id^ hjieberum fel^r jufrieben 
mit meiner Unjufriebenl^eit mit mir felbft. — §a ! ba^ h)ir nid^t 
unmittelbar mit ben 2lugen malen ! 2luf bem langen SSBege, 
au^ bem 3luge burd^ ben 3lrm in ben ^infel, \vk öiel gel^t 5 
ba verloren ! — 2l6er, iDie id^ fage, ba^ id^ eS toei^, h)a§ 
l^ier verloren gegangen, unb h?ie eö berloren gegangen, unb 
hjarum eg Verloren gelten muffen : barauf bin id^ ebenfo ftolj 
unb ftoljer, aU id) auf aUeö baö bin, toaö id) nid^t öerloren 
gelten laffen. ^tnn au« jenem erfenne id^, mel^r al« au« 10 
biefem, ba^ id^ h)ir!(id^ ein großer 3Jla(er bin, ba^ e« aber 
meine §anb nur nid^t immer ift. — Ober meinen Sie, 5ßrinj, 
ba^ 3laj)]^ael nid^t ba« größte malerifd^e ®enie ge.n)efen toäre, 
toenn er unglüdflid^ertoeife ol^ne §änbe tüäre geboren hjorben ? 
5Keinen ©ie, ißrinj ? 15 

^er $rtn5 (inbem er nur eben Don bem S3ilbc roegblicft). Sßa« f ageU ©ie, 

6onti? SBa« trotten Sie tüiffen? 

(Sottti. D nid^t«, nic^t« ! — ^lauberei ! ^l^re ©eele, merf 
td^, hjar ganj in ^l}xzn äugen, ^d^ liebe fold^e ©eelen unb 
fold^e Äugen. 20 

^cr ^rina (mit einer erjwunflcnen Ääitc). 2lIfo, ßonti, red^ueu ©ie 
bod^ h)ir!lid^ ©milia ©alotti mit ju ben öorjüglid^ften ©d^ön^ 
l^eiten unferer ©tabt? 

Gotttu ailfo? mit? mit ju ben Dorjüglid^ften ? unb ben 
öorjüglid^ften unferer ©tabt ? — ©ie f J)otten meiner, $rinj. 25 
Dber ©ie fallen bie ganje 3^^^ ebenfotoenig, al« ©ie l^örten. 

^Cr $nn5. Sieber Conti, — (bie «ugcn »ieber auf baS »ilb 

fleric^tet) h)ie barf unfereiner feinen Slugen trauen? ©gent« 
lid^ toei^ bod^ nur allein ein 3KaIer Don ber ©d^önl^eit ju 
urteilen. 30 

aottti. Unb eine« jeben 6mj)finbung fottte erft auf ben 
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2lu^fj)rucl^ eineö 5Kalcr« hjarten? — '^n^ Älofter mit bcm, 
bcr e« bon unö lernen hjitt, hja« fc^.ön ift ! Slber ba$ mu^ 
id^ ^f)mn hod) ate 5KaIer fagen, mein ^ßrinj: eine bon ben 
größten ©lürffeligleiten meinet Seben« ift e§, ba^ ©milia 

5 ©afotti mir gefejfen. 2)iefer Äoj)f, biefe§ Slntli^, biefe 
©tim, biefe aiügen, biefe 5Rafe, biefer 5Kunb, biefe« Äinn, 
biefer §afe, biefe Sruft, biefer ffiud^«, biefer ganje Sau 
finb bon ber S^xt an mein einjige« Stubium ber toeiblid^en 
©d^önl^eit. — 2)ie ©d^ilberei felbft, iDoöor fte flefeffen, f)at 

10 il^r abtoefenber aSater belommen. 2lber biefe Äoj)ie — 

^er ?ßrin§ (ber ftcl^ fernen gegen il^n lehret). 5Run, ßonti ? ift bod^ 

nid^t fd^on berfagt? 

ßonti. 3ft fw'^ ®i^/ ^rinj, hjenn Sie ©efd^madf baran 
finben. 

15 5)er ?ßrtna» ©efc^madf ! — (lät^cinb) 2)ief e« 3'^'^ ©tubium 
ber toeiblid^en ©d^önl^eit, ßonti, toie lönnt' id^ beffer tl^un, 
afö e« aud^ ju bem meinigen ju mad^en ? — 2)ort, jene« ^ors 
trat nehmen ©ie nur toieber mit, — einen Stammen barum 
JU beftetten. 

2o (SonH. 3Bo^l ! 

^er Britta, ©o fd^ön, fo reid^, aU il^n ber ©d^ni^er nur 
mad^en lann. 6« fott in ber ©atterie aufgeftettet toerben. 
— 3lber biefe« bleibt ^ier. 3Jlit einem ©tubio mad^t man 
fo biel Umftänbe nid^t ; aud^ lä^t man ba« nid^t aufhängen, 

25 fonbern l^at e« gern bei ber §anb. — ^ä) banle 3^*^^"/ 
gonti ; id^ banfe 3^"^^^ ^^<i)^ \^^^* — 1^*^^ toie gefagt : in 
meinem ©ebiete fott bie Äunft nid^t nad^ Srot gelten, — bi« 
id^ felbft feine« l^abe. — ©d^idfen ©ie, ßonti, ju meinem 
©d^a^meifter unb laffen ©ie auf ^\)xt Quittung für beibe 

30 Porträte fid^ bejal^Ien, — hja« ©ie Motten, ©oöiel ©ie 
trotten, ßonti. 
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Gotitü ©otttc id^ bod^ nun balb fürd^ten, $rinj, ba^ ©ie 
fo nod^ ettoa§ anbcr« belohnen hjotten alö bie Äunft. 

^er^risQ* D beg eifetfüd^tigen Rünftlerö! 9lic^t bod^! 
— §ören ©ie, ßonti, fo öicl ©ic Motten. (Gonti ge^t ab.) 



fünfter Ztuftrttt. 

^er^Hn^. ©obiel er toill! — (©egen ba§ »iib.) S)id^ ^ab' 5 
td^ für jebcn ^retö nod^ ju tool^Ifeil. — 211^ ! fd^öne^ SBerf 
bcr Äunft, ift e« \oai}x, ba^ id^ btd^ bcfi^c? — 2Ber bid^ aud^ 
befä^e, fd^önre« 5Dleifterftüdf ber 5Watur! — SBa« ©ic bafür 
tooHen, el^rlid^e 3Kutter! SBa« bu toiaft, alter 3Rurrfoj)f! 
gobrc nur! Robert nur! — 3lm liebften lauft* id^ bid^, 10 
3auberin, bon bir fclbft! — S)iefeg Slugc öott Sicbrcij unb 
Sefd^eiben^eit ! ®iefer SKunb! unb toenn er fid^ jum Sles 
ben öffnet! tocnn er läd^elt! 2)iefer 5Wunb! — 3^ l^öre 
fommen. — 3lo6) bin id^ mit bir ju neibifd^. Onbem er boä »ab 
fleflen bie aöonb breiet.) (g$ h)irb 3Rarinctti fein. §ätt* id^ il^n 15 
bod^ nid^t rufen laffen! SBa« für einen 5Korgen fönnt' id^ 
l^aben! 



5ed?fter Ztuftritt. 

ySlaxineW'u S)cr ^riiu. 

SRaHnettt, ©näbiger §err, ©ie Serben öerjeil^en. — ^d^ 
toar mir eine« fo frül^en Sefel^l« nid^t geh)ärtig 

2)cr ^i^na. 3d^ belam Suft, au^jufal^ren. 3)er 5Worgen 20 
tüar fo fd^ön. — aber nun ift er ja \t>o\)l öerftrid^en, unb bie 
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Suft ift mir bcröangen. — (»«* einem furjen ©tinicj^wcigcn.) 2öag 
^aben h)ir Sleue«, 3Jlarinetti? 

SRonnettu 5Wi^tg t)on Selang, bag ic^ toü^te. — ®ie 
®räfin Drfina ift geftcrn jur ©tabt gefornmen. 
5 ^cr »ipnnä. §i^^ ^^i^öt öud^ fd^on i^r guter 5iKorgen, (auf i^ren 
»riefseigeub) ober tüag e§ fonft fein mag! ^d^ bin gar nid^t 
neugierig barauf. — ©ie ^aben fie gefj)rod^en? 

^atintül S3in id^ leiber nid^t i^r Sertrauter ? — 2lber 
tüenn id^ e§ lieber öon einer 2)ame tüerbe, ber eö einfömmt, 
lo ©ie in gutem ©rnfte ju lieben, $rinj, fo 

2)cr Britta» 9iid^tö berfd^tüoren, 5Karinetti! 

»lartitcm. 3a? 3n ber SC^at, ^rinj? Äönnt' e§ bo^ 
lommen? — D! fo mag bie ©räfin aud^ fo unred^t nid^t l^aben. 

^cr ^ßriitj. Sltterbingg, fel^r unred^t 1 — 5Keine nal^e SSer« 
15 mäl^Iung mit ber ^rinjeffm Don 3Jlafjia \v\ü burd^au«, ba^ id^ 
atte bergleid^en §änbel fürs erfte abbred^e. 

SRarineMu SEBenn eö nur bag h)äre, fo mü^te freilid^ Drfina 
fid^ in il^r ©d^idffal ebenfohjo^l ju finben toiffen aU ber $rinj 
in feine«. 
2o 2)cr ^riit^. S)a§ unftreitig härter ift aU il^reS. 5Kein §erj 
tüirb ba« Dj)fer eine« elenben ©taat«intereffe. 3^^^^ i^^^^f fi« 
nur gurüdnel^men, aber nid^t tüiber SBitten öerfd^enlen. 

aWortitcöt. 3wrüdfne^men? SEBarum jurüdfnel^men? fragt 
bie ©räfin: toenn e« tüeiter nid^t« afö eine ©emal^Iin ift, bie 
25 bem ^rinjen ni^t bie Siebe, fonbern bie ^oliti! jufül^ret? 
3ltUn fo einer ©ema^Iin fielet bie ©eliebte nod^ immer i^ren 
^Ia|. Slid^t fo einer ©emal^Iin fürd^tet fie aufgeoj)fert ju 
fein, fonbern 

2)er ¥rina. ßiner neuen ©eliebten. — 9iun benn? SBoHten 
30 ©ie mir barau« ein 3Serbred^en mad^en, 3Karinetti? 

aWortttcMi. 34>? — D- vermengen ©ie mid^ ja nic^t. 
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mein $riuj, mit ber 5Zärrin, bercn SBort xd) fü^re, — au« 
SKitlcib füllte. 2)enn geftern, h)a^rlic^, ^at fie mid^ fonbcr« 
bar gerül^ret. ©ic tPoDtc öon i^rcr 2lngclegen^cit mit ^l^ncn 
gar nid^t fjjred^en. ©ie tüoUte fid^ ganj gelafjen unb falt 
ftcDcn. 3lber mitten in bem glcid^gültigftcn ®efj)räd^e ent* 5 
ful^r il^r eine SBenbung, eine Sejiel^ung über bie anbere, bie 
i^r gefolterte^ §erj toerriet. ?IRit bem luftigften SBefen fagte 
fie bie meIan(^oIifd^ften 2)inge^ unb toieberum bie lädier« 
Ii(^ften ^Poffen mit ber aßertraurigften 3Riene. ©ie l^at ju 
ben Sudlern i^re 3wflud^t genommen, unb id^ fürd^te, bie 10 
toerben il^r ben Sleft geben. 

^cr ?ßrtnä» ©0 toie fie il^rem armen SSerftanbe aud^ ben 
erften ©to^ gegeben. — 3lber toa^ mid^ öornel^mlid^ mit 
i)on i^t entfernt ^at, ba« tooHen ©ie bod^ nid^t brauchen, 
?IRarineDi, mid^ toieber ju i^r jurüdf jubringen ? — SBenn fie 15 
au^ Siebe närrifd^ h)irb, fo toäre fie e^ früher ober fj)äter aud^ 
o^ne Siebe getoorben — Unb nun genug öon i^r. — 9Son ettoa« 
anberm ! — ®el^t benn gar nid^t^ bor in ber ©tabt ? — 

aRartticUt. ©0 gut toie gar nid^tg. — 2)enn ba^ bie 
SSerbinbung be^ ®raf en 2tj)J)iani l^eute öoDjogen toirb, — ift 20 
nid^t öiel mel^r al« gar nid^t«. 

^cr ^ritij. a5eg ®raf en 3lj)j)iani ? unb mit toem benn ? 
— ^d^ foH ja nod^ ^ören, ba^ er öerfjjrod^en ift. 

aj^arinellu 2)ie ©ad^e ift fe^r gel^eim gehalten h)orben. 
2lud^ toar nid^t toiel 3luf^eben§ baöon ju mad^en. — ©ie 25 
toerben lad^en, ^rinj. — Stber f ge^t e^ ben @mj)finbfamen ! 
3)ie Siebe fjjielet i^nen immer bie fd^limmften ©treidle, ©n 
SKäbd^en obne SSermögen unb o^ne Slang l^at il^n in il^re 
©(^linge ju jie^en getou^t, — mit ein toenig Sartoe, aber 
mit toielem ^runfe toon !tugenb unb ®efü^l unb 2Bi$, — 30 
unb loa« toei^ id^? 
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^er "^tin^. 2öer fid^ ben ©inbtücfen, bic Unfd^ulb unb 
©d^önl^eit auf i^n tnad^en, o^ne tüeitere Stüdftd^t fo ganj 
überlaffen barf, — i(^ badete, ber toäre c^er ju beneiben, 
als ju belachen. — Unb h)ic l^ei^t benn bic ©lüdlid^e? — 
5 3)enn bei aUebcm ift 2tj)J)iani — xd) Wti^ h)o^I, ba^ ©ie, 
3RarincIIi^ il^n nid^t leiben fönnen, ebenfotoenig afö er ©ie 

— bei aßebem ift er bod^ ein fe^r tDürbiger junger SWann, 
ein fd^öner 3Rann, ein reid^er SWann, ein 5Rann boHer S^re. 
3d^ ^ätte fel^r getpünfd^t, i^n mir öerbinben ju fönnen. 3<^ 

lo toerbe nod^ barauf benfen. 

aj^arineKi» SBenn eö nid^t ju fj)ät ift. — 3)enn foöiel i(^ 
l^ör«, ift fein ^lan gar nid^t, bei §ofe fein ®IM ju mad^en. 

— @r h)ill mit feiner ©ebieterin nad^ feinen 2^^älem toon 
^piemont, — ®cmfen ju jagen auf ben 2tlj)en unb SWurmels 

15 tiere abjurid^ten. — 2ßa§ f ann er Sejf ere§ t^un ? §ier ift 
e§ bur(^ ba« 3Jli^bünbni§, h)el(^e« er trifft, mit i^m bod^ 
au«. 2)er 3^^^" ^^'^ ^^f*^ ipäufer ift i^m öon nun an toer* 

fd^Ioffen 

^er ^ritia. ?IRit euem erften §äufem ! — in tüeld^en ba§ 
20 ßeremonieH, ber 3*^^"9/ ^^^ SangelDeile unb nid^t feiten bie 
2)ürftigfeit ^errfd^et. — 3lber fo nennen ©ie mir fie bod^, 
ber er biefe« fo gro^e Dj)fer bringt. 
aRarttieMi. ©ö ift eine getoiffe ©milia ©alotti. 
^cr ^riita, äöie, ^Rarinetti ? @ine getpiff e — 
25 aj^annelli* @milia ©alotti. 

^cr $rittj. ©milia ©alotti ? — 5Rimmerme^r ! 
2SflatintUu B^öerläfftg, gnäbiger §err. 
2)cr ^rinj, 9iein, fag' id^; baö ift nid^t, baö lann nid^t 
fein. — ©ie irren ftd^ in bem 3iamen. — 2)a« ©efd^Ied^t 
30 ber ©alotti ift gro^. — (Sine ©alotti fann e§ fein; aber 
nid&t ®milia ©alotti; nid^t ßmilia! 
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^atintUu (gmilia — ßmilia ©alotti! 

2)er ^ruiji. ©o giebt c« nod^ eine, bie bcibc 3iamcn fü^rt. 

— ©ie fagten o^nebem, eine gelDiffe ßmilia ©alotti — eine 
getüiffe. 3Jon ber redeten lönnte nur ein 3laxx fo fjjred^en. — 

äRartneffu @ie fmb au^er [xi), gnäbiger iperr. — Kennen 5 
©ie benn biefe ßmilia! 
2)er ^rittj. 3^ ^«be gu fragen, SKarinelli, nid^t (£r. — 

— @milia ©alotti? SDie SCod^ter be« Dberften ©alotti, bei 
©abionetta ? 

^atintUu (Sb^n bie» 10 

' ^cr ^rittj. 3)ie l^ier in ©uaftaHa mit il^rer SWutter 
too^net ? 

äRarinettu @ben bie. 

^cr $rtn$. Unfern ber Äir(^e Slller^eiligen ? 

äRarinetti. (gben bie. 15 

^er $rittj. 5Dlit einem SBorte — (tnbem er na^ bem Porträte 
fpringt unb eä bem WarincUi in bie ^onb gtebt) ®a ! — ®iefe ? ®iefe 

@milia ©alotti ? — ©J)ric^ bein berbammteö „eben bie'' no^ 

einmal unb fto^ mir ben 5DoIc^ in« §erj ! 
aMarinettt. @ben bie! 20 

5)er ^rttij- genfer ! — SDief e ? — SDiefe gmilia ©alotti 

toirb ^eute 

^arinetti. ©räfin S!lj)J)iani ! — (©ier rei^t ber wm bem mavu 

neOt bad »Üb toieber aud ber ^aitb unb wirft ed betfeite.) ^ie 2^raUUng 

gefd^iel^et in ber ©tiHe auf bem fianbgute be§ SSater« bei 25 
©abionetta. ©egen SRittag fahren SWutter unb 2:od^ter, ber 
©raf unb toießeic^t ein paax greunbe ba^in ab, 

^er $rtn$ (ber fid^ 00a aSerjiueiflung in einen €tu^t wirft). ©0 bin 

id^ verloren ! — ©0 tpiH id^ ni(^t leben ! 
^atintUu aber h)ag ift S^nen, gnäbiger iperr? 30 

^er $rtn$ (ber gcaen i^n roiebcr auffprinflt). Verräter ! — Wa^ 
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mir ift? — 3iun ja, xd) liebe fie, id^ bete fie an. Wo^t 
i^r eö bod^ h)iffen ! mögt il^r e^ bod^ längft getou^t l^aben, 
alle il^r, benen id^ ber tollen Drjtna fd^imjjflid^e ^Jeffeln lieber 
etüig tragen foDte ! — 5Rur ba^ ©ie, ?IRarinelIi, ber ©ie fo oft 

5 mid^ ^f)xn innigften greunbf d^aft toerftd^erten — o, ein ^ürft l^at 
feinen ^reunb ! fann feinen greunb ^aben ! — ba^ ©ie, ©ie, fo 
treulos, fo l^ämif d^ mir bis auf bief en Stugenblidf bie ®ef a^r öer* 
^e^len bürf en, bie meiner Siebe bro^te : h)enn id^ ^l^nen jemals 
baS toergebe, — fo iDerbe mir meiner ©ünben feine Vergeben ! 

lo aWortncMi. ^d) h)ei^ faum SBorte ju finben, ^rinj, — 
h)enn ©ie mid^ aud^ baju fommen liefen — ^f)mn mein 
©rftaunen ju bejeigen. — ©ie lieben ®milia ©alotti? — 
©d^tour benn gegen ©d^tpur: SBenn id^ öon biefer Siebe 
baS ©eringfte getou^t, baS ©eringfte toermutet ^abe, fo möge 

15 toeber ßngel nod^ ipeiliger öon mir iDiffen ! — @ben baS 
tooDt' id^ in bie ©eele ber Drfina fd^toören. 3^r Serbad^t 
fd^toeift auf einer gang anbern ^ä^rte. 

®cr ^rtttii. ©0 toerjei^en ©ie mir, 3RarinelIi, — (i«bem er ft«^ 
i^m in bie sKrmc wirft) unb bebauem ©ie mid^. 

20 «WoriticMi. 9iun ba, ^rinj ! ®rf ennen ©ie ba bie ^rud^t 
^i^rer Bw^^^^Üung! — «gürften l^aben feinen ^reunb! 
fönnen feinen greunb ^aben !" — Unb bie Urfad^e, toenn 
bem fo ift? — SBcil fie feinen ^aben h)ollen. — ^tnU be« 
eieren fie unS mit i^rem SSertrauen, teilen unS i^re geheim« 

25 ften SBünfd^e mit, fd^lie^en un« il^re ganje ©eele auf, unb 
morgen ftnb toir i^nen h)ieber fo fremb, afe Ratten fie nie 
ein SBort mit unS getoed^felt. 

^cr ^rittj. 2ld^, 3RarinelIi, iDie fonnt' id^ '^i)ntn vertrauen, 
iDaS id^ mir felbft faum gefte^en h)olIte? 

30 fD^annetti. Unb alfo h)o^l nod^ Weniger ber Url^eberin 
S^rer Dual gcftanben ^aben? 
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^er ^rtttj. ^^r ? — IDe meine 3Rü^e ift öergeben« ge* 
toefen, fte ein jtpeite« 5DlaI ju fjjred^en. — 

aRariticUu Unb ba« erfte 3Kal — 

2)cr Britta. ©Jjtad^ id^ jie — D, id^ lomme toon ©innen ! 
Unb xd) foH ^f)nzn nod) lange erjäl^Ien ? — ©ie feigen mxi) 5 
einen Staub ber Söellen : toa^ fragen ©ie öiel, tüie xi) e§ getpors 
ben? 9letten ©ie mid^, h)enn ©ie fönnen, unb fragen ©ie bann. 

aRoriticÄu Stetten? ift ba toiel ju retten? — 3Ba« ©ie 
öerfäumt l^aben, gnäbiger §err, ber @milia ©alotti ju be^ 
fennen, ba^ befennen ©ie nun ber ©räfin 3lj)j)iani. SBaren, 10 
bie man au^ ber erften §anb nid^t ^aben fann, fauft man 
au§ ber jtoeiten : — unb fold^e 3öaren nid^t feiten au§ ber 
jtDeiten um fo t)iel too^lfeiler. 

^cr ^tin^. ©rnft^aft, 3RarineKi, ernft^aft, ober — 

WlaxintUl greilid^, aud^ um fo toiel fd^Ied^ter 15 

^cr^ntij. ©ie toerben unöerfd^ämt! 

fD^arittefft. Unb baju toxü ber ®raf bamit an^ bem Sanbe. 
— ^a, fo mü^te man auf eth)a^ anber^ benfen. — 

^er ^ritij. Unb auf iDa«? — Siebfter, befter 5WarineIIi, 
beulen ©ie für mid^. SBag toürben ©ie t^un, toenn ©ie an 20 
meiner ©teile toären? 

WlatintUl 9Sor allen 2)ingen eine Äleinigfeit al^ eine 
Äleinigfeit anfe^en — unb mir fagen, ba^ id^ nid^t tjergeben« 
fein tüolle, iDaö id^ bin — §err ! 

2)cr ^rtiiä» ©d^meid^eln ©ie mir nid^t mit einer ©etoalt, 25 
toon ber id^ ^ier feinen ©cbraud^ abfege. — ^tnU fagen ©ie ? 
fd^on ^eute? 

^arineUi. ®rft ^eute — foD e§ gefd^e^en. Unb nur ge« 
fd^e^enen 2)ingen ift nid^t ju raten. — ma^ einer türm überiegunß.) 
SBoKen ©ie mir freie §anb laffen, $rin§ ? aBoKen ©ie atte« 30 
genel^migen, toa« id^ tl^ue? 
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2)er ^xtn^. STOc«, ÜJlarineDi, atte«, toa« biefcn ©treid^ ab* 
tocnben fann. 

aKanneffi. ©o laffen ©ic ung leine S^xi toerlieren. — 
SKber bleiben ©ie nid^t in ber ©tabt. galten ©ie fogleid^ 
5 na(^ ^f)xm, £uftf(^Iojfe, nad) 2)ofaIo. 3)er SBeg nad^ ©a* 
bionetta ge^t ba vorbei. SBenn eS mir ni(^t gelingt^ ben 
©rafen augenblidtlid^ ju entfernen, fo benf id^ — 3)od^, 
bo(^; id^ glaube, er ge^t in biefe gaffe getoi^. ©ie tooffen 
ja, ^rinj, toegen ^ffxtx Sermä^Iung einen ©efanbten nad^ 
io?|Raf|[a f(^idfen? Saffen ©ie ben ©rafen biefer ©efanbte 
fein, mit bem SSebinge, ba| er nod^ f)tuU abreifet. — Ser* 
fte^en ©ie? 

^cr ¥^ttj. SSortreffUd^ ! — bringen ©ie i^n ju mir ^er« 
au§. ©el^en ©ie, eilen ©ie. 3^ ^^^^ wtid^ fogleid^ in 

15 ben SBagen. (TOadneUi ^e^t ab.) 



Siebenter 2tuftritt. 
^cr ¥riitj|* ©ogleid^ ! f ogleic^ ! — SKo blieb e§ ? — 

CSid^ nod^ bem Porträte untfe^enb.) 2luf bcr @rbe ? ba^ toax JU arg ! 

Onbem er e« ou^ebt.) 2)od^ bctrad^ten ? betrad^ten mag id^ bic^ 
fürs erfte nid^t mel^r. — SBarum foDt' id^ mir ben $feil 

20 noi) tiefer in bie SBunbe brüdfen ? (sett e« beifeite.) — ©es 
fd^ma(^tet, gefeufjet l^ab' id^ lange genug, — länger, als ic^ 
gef offt l^ätte, aber nid^tS getl^an ! unb über bie järtlid^e Un= 
tl^ätigfeit bei einem §aar' affeS toerloren ! — Unb Yotnn nun 
bod^ affcS toerloren toäre? SBenn ?IRarineffi nid^ts auSrid^* 

25 tete ? — Sffiarum tpiff id^ mid^ aud^ auf il^n affein öerlaffen ? 
6S fäfft mir ein, — um biefe ©tunbe (no<^ berühr fe^enb), um 
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btcfc nämlid^e ©tunbe pflegt ba« fromme 3Räb(^en atte 
9Jlorgen bei ben 2)ommifanern bie 5Uleffe ju ^ören. — 3Bie, 
toenn id^ fte ba ju fj)rec^«n fud^te? — 2)oc^ l^eute, l^eut* an 
i^rem ^od^jeitgtage — l^eute tDerben il^r anbete 2)inge am 
igerjen liegen aU bie 3Reffe. — "^nU^, mx toei^? — @ö 5 

ift ein @ang. — (Cr ningclt, unb inbcm er einige oon bcn papieren auf bem 
Xifc^e ^aftiß jufontmenrafft, tritt bei- Äammerbicner herein.) £a^t toorf al^ren ! 

— 3ft ««>^ ^^^^^ ^^^ "^^^ Stäten ba? 
^er ßammerbiener, ßamiHo 9{ota. 

^Cr ^tin^, ®r fott l^ereinlommen, (a^er Äammerbicner ße^t ah.) 10 

9iur aufl^alten mu^ er mid^ nid^t tDoHen. Sa^mal nid^t ! — 
3d^ ftel^e gern feinen Sebenflid^feiten ein anbermal um fo 
toiel länger ju 3)ienften. — 2)a Wax ja nod^ bie SSittfd^rift 
einer ©milia 93runegd^i. — (Sie fuc^enb.) 2)ie ift'«. — aber, 
gute SSrune^d^i, too beine 9Sorfj)red^erin 15 



2td?tcr ^tuftrttt. 

©amillo Kota, ©c^rtften in ber Jpanb. 2)er ^rtnj. 

^cr ?ßrinj, Kommen ©ie, Slota, fommen ©ie. — §ier ift, 
h)a« id^ biefen 5Ulorgen erbrod^en. 5Rid^t toiel S^röftlic^e« ! — 
©ie iDerben toon felbft feigen, toa« barauf ju toerfügen. — 
Jiel^men ©ie nur. 

Camino Koto. ©ut, gnäbiger §err. 20 

2)er ^riiti, 3iod^ ift ^ier eine Sittfd^rift einer ©milia 
®aIot . . SSrune^d^i toxü xä) fagen. — 3^ ^^^^ meine Ses 
Billigung jtoar fd^on beigefd^rieben. 2lber bod^ — bie Qad)^ 
ift leine Äleinigfeit — Saffen ©ie bie Stuöfertigung nod^ 
aufteilen. — Dber aud^ nid^t anfte^en ; h)ie ©ie tooDen. 25 
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SamtKo JRoto, 3l\d)t tok xi) \o\ü, gnäbiger §err, 
^er ^ritiii. SBa« ift fonft ? ettoa« ju unterf c^reiben ? 
SamiKo IRoto. ©n S^obe^urteil toäre ju unterfd^reibcn. 
^cr ^rtita. Stecht gern. — 9iur ^er ! gefc^h)inb. 

5 ßamiUo Kota (Mig unb bcn ^rinjen ftarr anfe^enb). gin 2^obe§s 

urteil — fagt' id^. 

^er ^J^i«^» 3^ ^örc ja Ido^I. — ®g fönnte fd^on ge» 
fd^e^cn fein, ^d) bin eilig. 

SamiKo JRota (feine ©c^nftcu nad^fe^enb). Jiun l^ab* id^ eg bod^ 

10 tDol^I nid^t mitgenommen ! 3Serjei^en ©ie, gnäbiger 

§err. — ®g fann 3lnftanb bamit ^aben big morgen. 

^cr ^ritiä» 2tud^ baö ! — ^adfen ©ie nur jufammen : i(^ 
mu^ fort. — 3Rorgen, Slota, ein 3Re^re« ! (®e^t ah.) 

damiUo 9i0ta (ben jtopf fc^attelnb, inbem er bie Rapiere su ftd^ nimmt 

15 unb abgebt), gfjed^t gem ? — @in 3:ote«urteil red^t gern ? — 
3d^ ^ätt* e§ il^n in biefem 3lugenbIidEe nid^t mögen unters 
fd^reiben laffen, unb h)enn e§ ben SRörber meinet einzigen 
©o^ne^ betroffen ^ätte. — Siedet gern ! red^t gern ! — 6ö gel^t 
mir burd^ bie ©eele, biefe^ grä^Iid^e SRed^t gern! 



2)ic ©ccue : ein €>aai in bcm ^aufc bcr ®alottl. 



«rfter Jluftritt. 

eiaubia ©alotti. ^irro. 
Sfaubia (tm ^ei-austreten }u $in:o, ber oon ber anbern Seite ^ereintritt). 

SßJcr f^)rengtc ba in ben §of? 

¥irro. Unfcr §crr, gnäbigc grau. 

etttttbio. mün Oema^I? 3jt eS möglich? 

?ßtrro. @r folgt mir auf betn gu^e. 5 

(Slaubta. ©0 unöertnutct ? — (3^m entgeaeneiienb.) %^ [ mein 
33eftcr ! — 



5tt?etter 2tuftrttt. 

Dboarbo ©alotti unb bic SJoriöcn. 

Dboarbo. ©uten SKorgcn, meine Siebe! — 3lid)t tvaiix, 
baö l^ei^t überrafd^en? 

Sfaitbia, Unb auf bie angenel^mfte 3lrt ! — SBenn e^ an* 10 
ber§ nur eine Überrafd^ung fein foH. 

Dboorbo. 3lid)t^ tDeiter ! ©ei unbeforgt. — 5Da« ©lüdf be« 
heutigen 3:ageg h)ecfte mid^ fo frü^; ber 5Worgen toar fo 
fd^ön; ber SBeg ift fo !urj; id^ vermutete eud^ ^ier fo ge« 
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fd^äftig — SBie leidet öergefjen fic ettDaö ! fiel mir ein. — 
5Ulit einem SBorte: xd) fomme unb fel^c unb le^re fogleid^ 
tpieber jurüd. — SBo ift ©milia? Unftreitig befd^äftigt mit 
bem $u^e ? — 
5 eittitbttt. g^rer Seele ! — ©ie ift in ber 5!Jleffe. — „"^d) 
l^abe l^eute mel^r aU jeben anbern 2:ag ©nabe öon oben ju 
erflel^en," fagte fte unb lie^ alle« liegen unb na^m i^ren 
©d^Ieier unb eilte — 

Dboarbo. ®anj allein? 
10 etattbitt» 2)ie tüenigen ©d^ritte 

Oboarbo. giner ift genug ju einem ^e^ltritt! — 

@:(attbta. 3ünien ©ie nid^t, mein 93efter, unb lommen 
©ie l^erein, — einen äugenblidf au^jurul^en unb, toann ©ie 
tooDen, eine ©rfrifd^ung ju nel^men. 
15 Oboorbo. 2Bie bu meineft, ßlaubia. — 3lber fte fottte 
nid^t attein gegangen fein. — 

Q^Ianbia. Unb ^i}x, ^irro, bleibt bier in bem SSorjimmer, 
alle 93efud^e auf ^eute ju toerbitten. 



Dritter 2tuftrttt. 

$irro unb balb barauf ^ngelo. 

^trro. 2)ie fid^ nur au§ 5Jeugierbe melben laffen. — 3Ba§ 
2o bin id^ feit einer ©tunbe nid^t äffe« ausgefragt toorben ! — 
Unb h)er fömmt ba? 

$(ttge(0 (nod^ ftalh hinter ber (Bcene in einem turjen Tlantel, ben er über 
ba8 ®efid^t gejogen, ben .^ut in bie Stirnc). ^irrO ! — ^irrO ! 

$trro. @in Sefannter ? — (^inbem «ngelo »oUenb« l^ereintritt unb 
25 ben aWantel auäcinanbcr fd^Iägt.) .^immel ! 3lngeIo ? — 35u ? 
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SCttgefo. SBie bu ficl^ft. — S^ ^i" Iö«Ö^ Ö^nug um ba^ 
ipaug herumgegangen, bid^ ju fjjred^en. — 3luf ein SBort ! — 

^irro» Unb bu h)agft e^, toieber anö Sid^t gu lommen? 
— 3)u bift feit beiner legten SKorbt^at toogelfrei erlläret; 
auf beinen Äo^jf fte^t eine öelo^nung — 5 

SCttgefo. 2)ie bod^ bu nid^t toirft öerbienen tDoDen ? — 

^trro. 2ßag tüiUft bu? 3^ ^i^^e bid^, mad^e mid^ nid^t 
unglüdflid^. 

9Inge(0. Damit ettPa?(i^m einen »eutel mit öclbe jeigenb) — 9iimm ! 

@§ gehöret bir! lo 

*irro, gjlir? 

%nfitio. §aft bu öergeffen? 2)cr Deutfd^e, bein tooriger 
§err, 

¥irr0, ©d^toeig baöon! 

9Ittge(o« 3)en bu un§ auf bem SBege nad^ ^ifa in bie 15 
gatte fü^rteft — 

¥trro. SBenn un« jemanb ^örte! 

^mtlo, §atte ja bie ®üte, un§ and) einen loftbaren 
Sting ju ^interlaffen. — SEBei^t bu nid^t? — ®r toax ju 
loftbar, ber 9ling, aU ba^ toir i^n fogleid^ o^ne SScrbac^t 20 
Ratten JU Selbe mad^en fönnen. ©nblid^ ift mir e« bamit 
gelungen, gd^ l^abe l^unbert ^iftolen bafür erhalten: unb 
bag ift bein Slnteil. Sflimm ! 

^irro. 3^ "1^9 nid^t«, — bebalt' atte«. 

Sttgeto. 3Reineth)egen ! — Sßenn e^ bir gleid^toiel ift, 25 
iDie ^od^ bu beinen Äo^f feil trägft — (ais ob er ben »cutei »icbcr 

einreden wollte.) 

^trro» ©0 gieb nur ! (5»immt i^n.) — Unb tüaS nun ? 
Denn ba^ bu blo^ be^tDegen mid^ auf gefud^t ^aben f oKteft 

Äitgelo. S)a$ fömmt bir nid^t fo rec^t glaublid^ öor ? — 30 
§aDunfe! ffia« benfft bu t)on nn^''^i — 2)a^ toir 
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fmb, jemanb feinen SSerbienft öorjuentl^alten ? 2)ag mag 
unter ben fogenannten e^rlid^en Seuten ?IRobe fein, unter 

Un^ nid^t. — Seb h)Ol^I ! — mm an ob er ge^eu woUte, unb tc^rt 

toieber um.) @in^ xtiVL^ xö) bod^ fragen. — 2)a fam ja ber 
5 alte ®aIotti fo ganj allein in bie ©tabt gefjjrengt. SBaS 
toitt ber? 

^irro. 5lic^t§ tpiH er; ein bloßer ©Jjajierritt. ©eine 
2:oc^ter iüirb l^eut* abenb auf bem ®ute, öon bem er l^er* 
fömmt, bem ®rafen 2lj)J)iani angetrauet. ®r fann bie S^i 
lo nid^t ertoarten — 

^nqtio. Unb reitet balb toieber ^inau«? 
¥lrro. ©0 balb, ba^ er bid^ l^ier trifft, Ido bu no(^ lange 
öerjie^eft. — 9lber bu l^aft bod^ feinen Sfnfd^Iag auf il^n. 
3l\mm bid^ in ad^t. (gr ift ein SWann — 
15 %mtlo. Äenn' id^ il^n nid^t? §ab' id^ nid^t unter i^m 
gebienet ? — SBenn barum bei il^m nur toiel ju Idolen toärc ! 
— SBann fahren bie junge Seute nad^? 
¥irro. ®egen 5!Jlittag. 
«ngcto. gjjit öiel Segleitung? 
2o *J?trro. 3" «i"^ni einzigen SBagen : bie 5!Jlutter, bie %o^f 
ter unb ber @raf. @in paax ^reunbe fommen au^ ©abio^ 
netta aU S^^Q^^- 
«itgelo. Unb Sebiente ? 

^irro. 9Jur jtoei aufeer mir, ber id^ ju ^Pferbe borauf 
25 reiten foll. 

«ngeto. 2)ag ift gut. — 3loi) ein« : toeffen ift bie ßqui« 
Jjage? 3ft e« eure? ober be§ ®rafen? 
^irro. 2)e§ ©rafen. 

«ttgeto. ©d^Iimm ! 2)a ift nod^ ein SSorreiter au^er einem 
30 ^anbfeften Äutfc^er. 2)od^ ! — 

^trro. ^d) erftaune. Silber toa« toiHft bu ? — 5Da« bi^c^en 
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©d^mudf, ba^ bie Sraut cttüa ^aben bürfte, h)irb fd^iDerUd^ ber 
3Kü^c lol^nen — 

«tigeto, ©0 lo^nt il^rer bie Sraut felbft! 

^trro. Unb aud^ bei biefem SJerbred^en foD id^ bein ?IRits 
fd^ulbiger fein? 5 

^Ittgelo. a5u reiteft toorauf. SReite bod^, reite ! unb feiere 
bid^ an nid^tS ! 

^ino. 3limmermel^r ! 

%n^tU, 2Bie? id^ glaube gar, bu tDiUft ben ©etpiffen* 
l^aften f^)ielen. — Surfc^e ! 3^ '^^^K *^w I«""ft "i^- — SBo lo 
bu j)Iauberft ! SBo ftd^ ein einjiger Umftanb anberS finbet, al« 
bu mir il^n angegeben ! — 

^tno, aber, 2lngeIo, um be§ §immelg toiHen ! — 

Sngeto. %\)u, Wa^ bu nid^t laffen fannft ! (®e^t ah.) 

*3irr0, §a! la^ bid^ ben2^eufel bei einem §aare f äffen, 15 
unb bu bift fein auf etoig ! gd^ Unglüdflid^er ! 



Ptertcr ^tuftritt. 

Oboarbo unb 6Iaubta ©alotti. ^irro. 

Oboarbo. ©ie bleibt mir ju lang' au^ — 
etaubia. 3lo6) einen 2lugenblidE, Dboarbo ! @^ tDürbe fie 
fc^mei^en, beineS 3lnblidf§ fo ju toerfe^len. 

Oboarbo. 3^ ^^i öud^ bei bem ©rafen nod^ einfjjred^en. 20 
■Äaum lann id^*^ ertDarten, biefen h)ürbigen jungen 5Wann 
meinen ©ol^n ju nennen. Sltle^ entjüdft mid^ an ihm. Unb 
t)or allem ber Sntfd^Iu^, in feinen öäterlid^en SÜ^älern fid^ 
felbft ju leben. 
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^(aitbta. 2)a« §erj brid;t mir, tocnn id^ l^ieran gebenle. 

— So ganj foUcn Wxx fic tocriicren, biefe einjige, geliebte 
Stocktet? 

Obotttbo» 2Bag nennft bu fie berlieren ? ©ie in ben Sir« 
5 men ber Siebe ju h)iff en ? SSermenge bein SBergnügen an i^r 
nid^t mit il^rem ©lücfe. — 2)u möd^teft meinen alten StrgtDo^n 
exneuem: — ba^ e^ me^r ba« ©eräufd^ unb bie S^x^ix^vLi 
ung ber SBelt, me^r bie 5Räl^e beö igofe^ h)ar afe bie 9lots 
tDenbigfeit, unferer !toc^ter eine anftänbige ßrjie^ung ju 
10 geben, h)a§ bid^ betDog, l^ier in ber ©tabt mit i^r ju bleiben, 

— fern toon einem ?IRanne unb 3Sater, ber tud) fo l^erjlid^ 
liebet. 

Slaubia. SSJie ungered^t, Dboarbo ! Stber la^ mid^ l^eute 
nur ein einjige« für biefe ©tabt, für biefe 3tä^e be$ §ofe§ 

15 f^red^en, bie beiner ftrengen 2^ugenb fo öer^a^t finb. — §ier, 

nur ^ier fonnte bie Siebe gufammenbringen, toa^ für einanber 

gefd^affen toar. §ier nur lonnte ber ®raf ßmilien finben, unb 

fanb fie. 

Dboarbo. 2)a§ räum* id^ ein. Sfber, gute ßlaubia, ^atteft 

2o bu barum red^t, toeil bir ber Slu^gang red^t giebt ? — ®ut, ba^ 
e§ mit biefer ©tabterjie^ung fo abgelaufen ! 2ä^t un§ nid^t 
toeife fein h)oDen, too h)ir nid^tS ate glüdflid^ getoefen ! ®ut, 
ba^ eö fo bamit abgelaufen ! — 3l\in ^aben fie ftd^ gefunben, 
bie für einanber beftimmt iDaren ; nun la^ fte jiel^en, too^in lln= 

25 f(^ulb unb 9lu^e fie rufen. — SBaS foKte ber ©raf ^ier ? ©id^ 
bixdm unb fd^meid^eln unb Iried^en unb bie 5UlarineDi§ auSjus 
fted^en fud^en, um enblid^ ein ©lüdf ju mad^en, beffen er nid^t 
bebarf ? um enblid^ einer 6^re getoürbiget ju toerben, bie für 
i^n leine toäre ? — ^pirro ! 

30 ^Irro. §ier bin id^. 

Oboarbo. ®el^ unb fü^re mein ^ferb öor ba§ ^a\i^ be^ 
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®rafen. 3^ fotnme nad) unb \d\ü mid^ ba tPtebcr auffegen. 
(^iiTo fle^t ab.) — SBarum foll ber ©raf l^ier bienen, h)cnn er 
bort f elbft bef eitlen lann ? — 2)a§u bebenfeft bu nid^t, ßlaubia, 
ba^ burd^ unfcre !tod^ter er e^ öoHenbö mit bem ^rinjen 
toerberbt. 2)er $rtnj l^a^t mid^ — 5 

eiottbitt. aSieHeid^t Weniger, aU bu beforgeft. 

Dboarbo. Seforgeft! ^d^ beforg' aud^ fo h)a§ ! 

ataubia« 2)enn ^ab* id^ bir fd^on gefagt, ba^ ber ^rinj 
unfere !tod^ter gefeiten f)at^. 

Oboarbo. 2)er ^rinj? Unb h)oba«? lo 

Slanbta. ^n ber legten 98eggl^ia, bei bem Äanjier ©ris 
malbi, bie er mit feiner ®egenh)art beel^rte. @r bejeigte 
fid^ gegen jie fo gnäbig 

Dboarbo« ©o gnäbig? 

aiattbia. ®r unterl^ielt fid^ mit i^r fo lange 15 

Oboarbo. Unterhielt fid^ mit i^r? 

Sfaubia. Sd^ien öon i^rer 3Jlunterfeit unb il^rem SBi^e fo 
bezaubert 

Dboarbo. So bezaubert ? — 

Staubia. §at t)on i^rer ©d^ön^eit mit fo öielen Sobe^ers 20 
l^ebungen gef^rod^en 

Dboarbo. Sobe^er^ebungen ? Unb ba§ alle^ erjä^Ift bu mir 
in einem 2^one ber ®ntjüdfung? D ßlaubia! ßlaubia! eitle, 
t^örid^te 3Jlutter! 

atattbttt, SBiefo ? 25 

Oboarbo. 3iun gut, nun gut ! Slud^ ba« ift fo abgelaufen. 
— §a ! SBenn id^ mir einbilbe — 2)a§ gerabe toäre ber 
Drt, h)o id^ am töblid^ften ju öertDunben bin ! — Sin SBoHüfts 
ling, ber betounbert, begehrt. — ßtaubia ! ßlaubia ! ber blo^e 
®ebanfe fe^t mid^ in 'SBut. — 2)u l^ätteft mir ba« fogleid^ 30 
follen gemelbet ^aben. — 2)od^, id^ möd^te bir l^eute nid^t 
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gern ettoag Unangenel^mc^ fagcn. Unb id^ toürbc (mbemfie 
i^u bei her ^anb ergreift), h)cnn \d) längct bliebe. — 2)rum la^ 
mid^ ! la^ rnidf! ! — (Sott befol^Ien, Glaubia ! — Äommt 
glüdflid^ nad) ! 



fünfter 2tuftntt. 

5 ^(attbia ®a(ottt. SBelc^ ein 3Rann ! — D, ber raupen 
2^ugenb ! — toenn anberö fie biefen 5iamen toerbienet. — Sitten 
fd^eint il^r berbädfitig, aUeö ftrafbar ! — Dber, toenn baö bie 
3Kenfd^en lennen l^ei^t: — toer fottte ftd^ iüünfc^en, fte ju 
fennen ? — SBo bleibt aber aud^ ©milia ? — ®r ift be« SSaterö 

lo ^einb : f olglidfi — f olglidfi, lt)enn er ein Sluge für bie 2^od^ter 
f)at, f ift e« einjig, um i^n ju bef dfiim^fen ? — 



Sed?fter 2tuftritt. 

6mi(ia iinb (llaubia @aIotti. 
@mtUa (ftttrjet in einer ÄnßftUc^en »erwirrunfl herein). 3Bo^I mir ! 

iDOl^I mir ! 5iun bin x6) in ©id^erl^eit. Ober ift er mir gar 

gefolgt ? (3«bem fie ben Schleier surücfteirft unb i^re SWuttcr erWitfet.) 3ft 

15 er, meine SWutter ? ift er ? — 3iein, bem §immel fei 2)anf ! 
CTlattbta* SBaö ift bir, meine 2:od^ter? iüaö ift bir? 
@mUia. 9tid^t^, n\d)t^ — 

aianbia. Unb blidfeft fo iüilb um bid^? Unb jitterft an 
jebem ©liebe? 
2o emilia. SBa« l^ab* \d) l^ören muffen ! Unb lt)0, h)0 l^ab* id^ 
e^ l^ören muffen ! 
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6;(anbta. ^ä) l^abe btd^ in bcr Äird^e geglaubt — 
emilia. ©benba ! SBa^ ift bem Safter Äirc^' unb Slltar? 

— 2lci5>, meine 3Rutter ! (Si«^ tör in bie «rmc roerfeub ) 

eiötiMa, SRebe, meine 2^oc^ter ! — ^aä)^ meiner gurd^t 
ein 6nbe, — 9Ba§ fann bir ba, an l^eiliger ©tätte, fo ©c^lim- 5 
meg begegnet fein? 

dmilia» 5iie l^ätte weine Slnbad^t inniger, brünftiger fein 
foHen aU l^eute ; nie ift fie iüeniger geiüef en, toag fte fein f ottte. 

aiaubia. SBir finb 3Renfc^en, gmilia. 2)ie &aU, ju beten, 
ift nid^t immer in unferer ©etüalt. 2)em §immel ift Ukn 10 
tüoHen, aud^ beten. 

d^milia. Unb fünbigen tooUen, aud) fünbigen. 

€(attbta. 2)ag l^at meine @miUa nid^t iüoUen ! 

C^Uia* 9iein, meine SKutter, fo tief lie^ mic^ bie ®nabe 
nid^t fytfen. — Slber ba^ frembeö Safter un^ iüiber unfern 15 
SSBitten ju 3Ritfd^ulbigen mad^en fann! 

CrtattMa. 3^affe bid^ ! — ©ammle beine (Sebanfen, fo biel 
bir möglic^; — ■ ©ag' e^ mir mit ein§, h)a§ bir gefd^el^en. 

dmißa. @ben l^att' \d) m\ä) — iüeiter t>on bem Slltare, al§ 
id^ fonft J)flege, — benn ic^ fam ju fj)ät — auf meine Änie ge^: 20 
laffen. 6ben fing id^ an, mein §erj ju ergeben, aU bid^t l^inter 
mir eth)a§ feinen ^la^ nal^m. ©0 bid^t l^inter mir ! — '^6) 
lonnte meber t)or,nod^ jur ©eite rüdfen, — fo gern id^ aud^ iüoUte, 
au^ tJurd^t, ba^ eine^ anbern Slnbad^t mid^ in meiner ftören 
möd^te. — Slnbad^t ! ba§ tüar baö ©d^limmfte, mag \d) beforgte. 25 

— Slber e§ tüälj^rte nid^t lange, fo l^ört' id^ ganj na^' an 
meinem Dl^re, — nad^ einem tiefen ©eufjer, — ni^t ben 9iamen 
einer §eiligen, — ben 9iamen, — jürnen ©ie nid^t, meine 9!Kut= 
ter — ben 5Ramen ^\)xtx 2^od^ter ! — meinen 5Ramen ! — D, 
ba^ laute Sonner mid^ ijerl^inbert l^ätten, mel^r ju ^ören ! — 30 
ßg fj)rad^ toon ©d^önl^eit, toon Siebe — ®g Ilagte, ba^ biefer 
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Xa^, toeld^er mein ©lücf mad^e, — totnn er eö anbcr« mad^e, 

— fein tlnglücf auf immer entfd^eibe. — 6^ befd^lDor mid^ — 
§ören mu^t' id^ bie§ aHe§. 3l6er id^ Blidfte nid^t um ; id^ iDoHte 
t^un, aU ob xd) e« nid^t l^örte — SBa« fonnt' id^ fonft? — 

5 SBeinen guten ©ngel bitten, mid^ mit J^aubl^eit ju fd^lagen, unb 
h)ann aud^, toann ani) auf immer ! — 2)a^ bat id^ ; bag iüar 
bag einjige, h)a§ id^ beten fonnte. — ßnblid^ iüarb e« 3^i*/ wtid^ 
iüieber ju erl^eben. 2)a^ l^eilige Slmt ging ju @nbe. 3^ ji** 
terte, mid^ umjuf eieren. 3d^ gitterte, il^n ju erblidfen, ber ftd^ 
10 ben 5ret>el erlauben bürfen. Unb ba id^ mid^ umiüanbte, ba id^ 
il^n erblidfte — 
€(attbta* SBen, meine 2^od^ter? 

@mUia. SRaten ©ie, meine 3Rutter, raten Sie. — ^^d) 
glaubte, in bie @rbe ju ftnfen. — ^\)n felbft. 
15 Slaitbia. SBen il^n felbft? 
@mtUa. 2)en ^rinjen. 

aiattbia. 2)en ^rinjen ! — D, gefegnet fei bie Ungebulb 
beine^ SJaterg, ber eben l^ier iüar unb bid^-nidfit erwarten 
lüottte! 
20 SmUta. 3Rein SSater l^ier ? — unb tüoHte mid^ nid^t er* 
märten ? 

Crtattbia. SBenn bu in beiner SSertüirrung and) il^n ba« 
l^ätteft ^ören laffen ! 
dmUta. 9iun, meine 3Kutter? — 2Bq^ I^ätt' er an mir 
25 ©traf bareg finben lönnen ? 

aianbia. 9tid^t§ ; ebenfolDenig aU an mir. Unb bod^, bod^ 

— §a, bu fenneft beinen SJater nid^t ! ^n feinem ^oxm \)dtV 
er ben unfd^ulbigen ©egenftanb beö SJerbrec^enö mit bem 
aSerbred^er berh)ed^felt. 3S" f^i"^^ 2But l^ätt* ic^ i^m ge« 

30 fd^ienen, ba§ beranla^t ju l^aben, toaö id^ meber berl^inbern, 
nod^ borl^erfel^en fönnen. — 3lber toeiter, meine 2;od;ter, 
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toeiter ! 311« bu ben 5ßrtnjen erfanntcft — ^d^ h)iH l^offen, ba^ 
bu beiner mäd^tig genug toareft, il^m in einem 33 liefe alle bie 
SSerad^tung ju Bejeigen, bie er t>erbienet. 

@mUia. 2)ag mar id^ nid^t, meine 5Jlutter! 3laä) bem 
SKdfe, mit bem \6) i^n erfannte, l^att' id^ nid^t ba« §erj, einen 5 
jtüeiten auf il^n ju rid^ten. ^i) flol; — 

eiaubia, Unb ber 5ßrinj bir nadfi — 

@mtUa. Sffia« id^ nid^t iüu^te, big id^ in ber §alle mid^ bei 
ber §anb ergriffen fül^Ite. Unb toon i^m ! 3lug ©d^am mu^t' 
id^ ftanbl^alten : mid^ bon i^m loSjulDinben, toürbe bie 3Sorbei= 10 
gel^enben ju aufmerffam auf un« gemacht l^aben. 2)a§ h)ar bie 
einzige Überlegung, beren ic^ fällig iüar — ober beren id^ nun 
mid^ h)ieber erinnere. 6r f^rad^ ; unb id^ l)db^ xl)m geantwortet. 
2lBer toa« er ^pxai), h)a§ xd) il^m geantwortet, — fällt mir e« 
nod^ bei, fo ift e§ gut, fo toxd id) e« 3^"^»^ f ^9^"/ mtm 3Rutter. 15 
3e^t toei^ id^ bon bem allen nid^tg. 3Reine ©inne l^atten mxd) 
toerlaffen. — Umfonft benf ' id^ nad^, Wie id^ toon il^m Weg unb 
au« ber §alle gefommen. '^d) finbe mid^ erft auf ber ©tra^e Wie* 
ber ; unb l^öre i^n hinter mir berfommen ; unb l^öre il^n mit mir ju= 
gteid^ in ba« §au« treten, mit mir bie 2^rej)pe l^inauf fteigen 20 

@(attbta* Die ^urd^t l^at il^ren befonbern ©inn, meine 2^od^s 
ter ! — 3^ Werbe e« nie toergefjen, mit weld^er ©ebärbe bu 
l^ereinftürjteft. — 5iein, fo Weit burfte er nid^t Wagen, bir ju 
folgen. — ®ott ! ©oit ! Wenn bein 3Sater ba« Wü^te ! — 
Sffiie Wilb er fd^on War, aU er nur ^örte, ba^ ber 5ßrinj bid^ 25 
jüngft nid^t ol^ne aWi^faHen gefe^en ! — 3"be«, fei rul^ig, meine 
2^od^te.r ! 9iimm e« für einen 3:raum, )n>a^ bir begegnet ift. 
3lud^ wirb e« nod^ Weniger tJolgen l^aben aU ein 2^raum. 2)u 
entgel^eft l^eute mit ein« allen 3iac^ftellungen. 

(Smilia. 3lber, nid^t, meine 3Rutter ? Der ®raf mui^ ba« 30 
Wiffen. '^ffm mu^ id^ e« fagen. 
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aiatibia. Um aHe SBelt nid^t ! — SBoju ? toanim ? SEBiCft 
bu für nici^t^ unb toieber für nid^t« tl^n unrul^ig mad^en? Unb 
iüann er cö audfi i^t nid^t tüürbe : tüiflie, mein Äinb, ba^ ein 
Oift, toeld^e« nid^t gleid^ tüirlet, barum fein minber gefä^rlid^eg 
5 ®ift ift. SBaö auf ben Siebl^aber feinen ©inbrud mad^t, fann 
il^n auf ben ©emal^I mad^en. 2)en Siebl^aber fönnt* e« fogar 
fd^meid^eln, einem fo mic^tigen 3Ritbeh)erber ben SRang abjus 
laufen, aber toenn er i^m ben nun einmal abgelaufen l^at : 
a!f) ! mein Äinb, — fo lüirb au^ bem Siebl^aber oft ein ganj 

10 anbereg ©efd^ö^f. 2)ein gute^ ®eftirn bel^üte bid^ bor biefer 
©rfal^rung. 

(SmiUa. ©ie iüiffen, meine SKutter, toie gern id^ ^f)xtn bef* 
fem ©infid^ten mid^ in allem unterwerfe. — aber toenn er e« 
toon einem anbem erführe, ba^ ber ^rinj mid^ l^eute ge« 

15 f^rod^en ? SBürbe mein SSerf d^toeigen nid^t, frül^ ober fj)ät, 
feine Unrul^e tocrmel^ren ? — 3d^ badete bod^, id^ bel^ielte lieber 
öor il^m nid^t« auf bem §erjen. 

6:(attbta. ©d^iüad^l^eit ! verliebte ©d^iüad^l^eit ! — 5iein, 
burd^aug nid^t, meine 2^od^ter ! ©ag' il^m nid^tg. £a^ i^n nid^tg 

2o merf en ! 

©mtUa. 5iun ja, meine 3Rutter ! S^ ^^^^ Uinm SSBiHen 
gegen ben ^f^^gen. — 9ll^a ! (tou einem tiefen sctemauae.) 3lud^ 
iüirb mir toieber ganj leidet. — 2Bag für ein alberne^, furd^ts 
fame^ 2)ing id^ bin! — 9iid^t, meine 3Kutter? — 3d^ l^ätte 

25 mid^ nod^ iüol^l anber^ babei nel^men fönnen unb iüürbe mir 
ebenfolDenig bergeben l^aben. 

6:(attbia. ^d^ iüoHte bir ba§ nid^t fagen, meine 2^od^ter, 
bebor bir eö bein eigner gefunber SSerftanb fagte. Unb id^ 
tou^te, er toürbe bir e^ fagen, fobalb bu toieber ju bir felbft 

30 gef ommen. — J)er ^rinj ift galant. J)u bift bie unbebeutenbe 
©J)rad^e ber ©alanterie gu toenig geiüol^nt. ©ine §öflid^feit 
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tüirb in i^r jur 6nH)finbung, eine ©d^meic^elei jur Seteurung, 
ein ©infatt jum SBunfd^e, ein SBunfd^ gum 3Sorfa^e. 9iici^t^ 
Ilingt in biefer ©^radfie lt)ie alle«, unb atte« ift in i^r fo toiel 
aU nid^t«. 

(BmWia. D meine 3Kutter ! — fo mü^te id^ mir mit meiner 
^urd^t öottenb« läd^erlid^ borlommen ! — 3lun foH er geiüife 
nid^t« babon erfal^ren, mein guter 3l^)^iani ! ßr fönnte mic^ 
leidet für mel^r eitel aU tugenbl^aft Ratten. — §ui ! ba^ er ha 
felbft fömmt! 6« ift fein ®ang. 



Siebenter 2tuftritt. 

®raf ^ppxanx. 2)ie Vorigen. 

9()l)liatti (tritt ttefftnnig, mit vor fi($ ^ingefc^lageneu Sdujen herein unb lo 
fömmt na^er, ol^ite fie j^u erbliden, bi9 ©milia i^m cntfleflenfpringt). 2ll^, meine 

2^euerfte ! — 3^ ^^^ ^^^ ®i^ ^^ ^^"^ SJorjimmer nid^t ber* 
mutenb. 

d^miUa* 3id^ iüünfd^te ©ie l^eiter, §err ®raf, aud^ h)0 Sie 
mid^ nid^t bermuten. — ©o feierlid^ ? fo emftl^aft ? — Sf* i>ic« ^5 
fer %aQ feiner freubigem SlufiüaHung toert? 

9ippxanu (Sr ift mel^r toert aU mein ganje« &Am, 3lBer 
fd^tüanger mit fo biel ©lüdffeligfeit für mx6), — mag e« iüol^I 
biefe ©lüdffeligfeit felbft fein, bie mid^ fo ernft, bie mid^, h)ie 
Sie e§ nennen, mein ^räulein, fo feierlid^ mad^t. — onbcm er 20 
bie swutter erbiidt.) §a ! ttud^ ©ie l^ier, meine gnäbige ^rau ! 
— nun balb mir mit einem innigem 9iamen gu bere^renbe! 

Slattbta. 2)er mein größter ©tolj fein toirb ! — SSSie 
glüdflid^ bift bu, meine ßmilia! — äöarum ^at bein SJater 
unfere ßntjüdfung nid^t teilen iüotten? 25 
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ÄWiatti. ©Ben ^abe id^ mid^ an^ feinen Slrmen geriffen, 
— ober öielmel^r er ftd^ an^ meinen. — SBeld^ ein SBann, meine 
ßmilia, ^l^r SJater ! 2)a« SRufter aller männlid^en S^ugenb ! 
3u h)a§ für ©efinnungen erliefet ftd^ meine ©eele in feiner 
5 ©egentüart ! 5iie ift mein ©ntfd^lu^, immer gut, immer ebel 
ju fein, lebenbiger, aU "m^nn xä) xf)n fel^e, — tütnn \^ x^n mir 
benfe. Unb iüomit fonft, aU mit ber Erfüllung biefe^ 6nts 
fd^Iuffeg !ann ii) mid; ber ®^re iüürbig mad^en, fein ©ol^n gu 
^ei^en, — ber 3^^*9^ i^ f ^i"/ meine ßmilia ? 
10 QmUia. Unb er h)oHte mid^ nic^t eriüarten ! 

^ppianu ^i) urteile, tüeil i^n feine (gmilia für biefen 
augenblidflid^en Sefud^ ju fe^r erfd^üttert, gu fel^r ftd^ feiner 
ganjen ©eele bemäd^tigt l^ätte. 

G^lanbia. @r glaubte bid^ mit beinem Srautfd^mudfe befd^äfs 
15 tiget ju finben, unb l^örte — 

^ppiünu 3öa§ id^ mit ber järtlid^ften öeiüunberung tüieber 
bon i^m gel^ört l^abe. — ©o red^t, meine (Smilia ! 3^ hJerbe 
eine fromme grau an Sinnen ^aben unb bie nid^t ftolj auf i^re 
grömmtgfeit ift. 
2o Slanbia. Slber, meine Kinber, eines t^un unb ba§ anbere 
nid^t laffen ! — 3tvLn ift eS l^ol^e 3^i^ 5 ^^^ maä)\ ßmilia ! 

^ppianu SBaS? meine gnäbige grau. 

aiattbta. ©ie iüoHen fie boc^ nidfit fo, §err ©raf, fo iüie fie 
ba ift, ium Slltare führen? 
25 ^ppianu SBal^rlid^, baS iüerb' xd) nun erft getüal^r. — SBer 
fann ©ie feigen, ©mitia, unb aud^ auf ^l^ren $u^ ad;ten ? — 
Unb toarum nid^t fo, fo toie fie ba ift? 

@mUia. 5iein, mein lieber ®raf, ntd^t fo, nic^t ganj fo. 

aber auc^ nid^t biel j)räd^tiger, nic^t mel. — §ufd^, l^ufc^, unb 

30 xd) bin fertig ! — 5Ric^tS, gar nid^tS bon bem ©efd^meibe, bem 

legten ©efd^enfe ^^rer berfd^lDenberif d^en ©ro^mut ! 9iid^tg, 
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gar nid^t«, toad fic^ nur ju fold^em ©efd^meibe fd^icfte ! — 
3<i^ fönnte il^m gram fein, biefem ©efd^meibe, iüenn e§ nid^t bon 
Sinnen iüärc. — Denn breimal ^at mir i)on i^m geträumet — 

ataubta. 3lwxi 3)ak>on toei^ id^ ja nid^t^. 

Chmli«» Slfö ob id^ e« trüge, unb aU ob ^lö^Iid^ fid^ jeber 5 
©tein be^felben in eine 5ßerle toertoanbele. — ^jjerlen aber, 
meine 3Rutter, 5ßerlen bebeuten 2:i^ränen. 

aianbta. Äinb ! Die Sebeutung ift träumerifd^er ate ber 
2^raum. — SBareft bu nid^t t>on je^er eine größere Sieb^aberin 
t>on 5ßerlen ate toon Steinen ? — 10 

(Smilta. greiltd^, meine 3Kutter, freilidfi — 

9|i)iiatti (nad^benfcnb unb fc^wermütiß). 33ebeuten 3::^ränen ! — 
bebeuten J^l^ränen! 

(gntUio, 2Bie? ^I^nen faßt ba« auf? "^1)^X11 

Mppianu 3^ ^ol^I ; id^ foffte mid^ fd^ämen. — Slber 15 
iüenn bie ®inbilbungglraft einmal ju traurigen Silbern ge« 
ftimmt ift — 

dmUta. SBarum ift fie ba« aud^ ? — Unb toa% meinen Sie, 
ba§ id^ mir audgebad^t ^abe ? — 308a« trug id^, iüie fal^ id^ auö, 
aU \d) ^f)mn juerft gefiel ? — SBiffen Sie e« nod^ ? 20 

5M>>iöni. Db id^ e« nod^ toei^ ? ^d) f el^e Sie in ®eban!en 
nie anber« afö fo, unb fel^e Sie fo, and) toenn id^ Sie nid^t 
fo fe^e. 

(SntUta. aifo ein Äleib bon ber nämlid^en garbe, öon bem 
nämlid^en Sd^nitte ; fliegenb unb frei — 25 

^pianu aSortrejf lid^ ! 

@mi(ia. Unb ba« §aar — 

9ippianl ^n feinem eignen braunen ©lanje ; in Sodfen, toie 
fie bie 5iatur fdfilug — 

emilia. Die 9lofe barin nid^t ju bergeffen! Siecht ! red^t! 30 
— ©ine Heine ©ebulb, unb ic^ fte^e fo t>or "^l^mn ba ! 
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2td?ter 2tuftrttt. 

(^raf ^ppiani. @(aubia @a(ottt. 
$(^^iatti (inbem 'er i^r mit einer niebergefc^lageneu S^iene naäf[\€fft), 

perlen bebeuten 2:i^ränen! — ©ine fleine ®ebulb? — ^a, 
tüenn bic 3^** ^^^ äw^^^ ""^ *^äre ! — SBenn eine 3Ktnute am 
3eiger fid^ in un^ nid^t in ^afixt au^bel^nen fönnte ! — 
5 aiaubia. ®miHen« Seobadfltung, iperr ®raf, h)ar fo fc^nett 
afö rid^tig, Sie ftnb l^eut* ernfter aU gelüö^nlid^. 9iur nod^ 
einen ©d^ritt öon bem 3i^l« "^ifxtx SBünfci^e, — [ottf e« ©ie 
reuen, §err ®raf, ba^ e« ba« 3^^^ 3^^^^ SBBünfd^e getoefen? 

^ppiüni. 21^, meine 3Kutter, unb ©ie fönnen ba« öon 
lo gi^tem ©ol^ne argiüol^nen ? — 3lber eö ift iüal^r, id^ bin ^mV 
ungetoö^nlid^ trübe unb finfter. — 9lur feigen ©ie, gnäbige 
^rau : — nod^ einen ©d^ritt bom 3^^^^/ «^^^^ ^^^ g<*^ wc^t 
ausgelaufen fein, ift im ©runbe eines. — SltteS toaS id^ fe^e, 
alles tüaS id^ l^öre, atteS toaS id^ träume, ^rebiget mir feit 
15 geftem unb e^egeftem biefe SBal^r^eit. SDiefer eine ®ebanfe 
fettet fxd) an jeben anbem, ben id^ l^aben mu^ unb l^aben toitt. 
— SBaS ift baS? ^d) toerfte^' e« nid^t. — 

6:ianbia. ©ie mad^en mid^ unruhig, §err ®raf — 

%ppxanu (gineS fömmt bann jum anbem ! — 3^ ^^^ ärgers 
2o lid^, ärgerlid^ über meine greunbe, über mid^ felbft — 

aiattbia. äSiefo?. 

Ä^^iatti. 3Weine ^reunbe Verlangen fd^Ied^terbingS, ba^ 
id^ bem 5ßrinjen bon meiner §eirat ein SBort fagen fott, el^e ic^ 
fie öoUjiel^e. ©ie geben mir ju, id^ fei eS nid^t fd^ulbig, aber 
25 bie Sld^tung gegen i^n iDott* eS nid^t anberS. — Unb id^ bin 
fd^tüac^ genug getoefen, eS il^nen ju öerf^red^en. @ben tüottt' 
id^ nod^ bei il^m öorfa^ren. 

(Slanbta (ftu^ig). ©ei bem ^rinjen? 
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neunter 2tuftritt. 

^xxxo, Qlexäi barauf ^arinedi unb bie SBortgen. 

^irro. ©näbige ^rau, ber SBarc^efe 3BarineIIi l^ält \>ox 
bem i^aufe unb erfunbiget fid^ nad^ bem i^errn Orafen. 
9|i|itani* !Raci^ mir? 

^inro. §ier iji er fd^On. (öffnet t^m We I^üre unb ge^et ab.) 

aRaritteHi. 3d^ bitt* um aSerjeil^ung, gnäbige ^rau. — 5 
3Wein iperr ®raf, id^ h)ar bor Sl^rem §aufe unb erful^r, ba^ id^ 
Sie ^ier treffen iüürbe. 3d^ l^ab* ein bringenbe« ©efd^äft an 
©ie — ©näbige grau, id^ bitte nod^mate um SSerjei^ung ; e« 
ift in einigen SBinuten gefd^el^en. 

6:(anbia. 2)ie id^ nid^t toerjögem iüill. (wat^t i^m eine «er- 10 

Beugung unb ge^t ah.) 



^eljnter 2tuftrttt. 

Karinen t. ^ppiani. 

9^fpianl 3lvLn, mein §err? 

aRarinetti. '^d) fomme i)on be« ^rinjen 2)urd^laud^t. 

%ppianu SJBa« ift ju feinem Sefel^Ie? 

TtatintUi. ^i) Bin ftolj, ber Überbringer einer fo bor* 15 
jüglid^en ®nabe ju fein. — Unb Wmn ®raf 3lj)^)iani nid^t • 
mit ©etoalt einen feiner ergebenden greunbe in mir ber* 
fennen wiü 

Mppxanu Dl^ne toeitere 33orrebe, )n)tnn id) bitten barf. 

aWarineöi. 2lud^ ba§ ! — J)er $rinj mu^ fogleid^ an ben 20 
§erjog toon SKaffa, in Slngelegenl^eit feiner aSermäl^lung mit 
beffen 5ßrinjeffin S^od^ter, einen SeboHmäd^tigten fenben. gr 
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tüar lange unfd^Iüffig, toen er baju ernennen fottte. ®nbUci^ 
ift feine 3äal)l, §err ®raf, auf ©ie gefallen. 

^pxani. 3(uf mid^ ? 

aRartnetti. Unb ba« — trenn bie greunbfd^aft ru^mrebig 
5 fein barf — nid^t ol^ne mein 3"*^««- — 

^ppianu aBaJ^rlid^, ©ie fe^en mid^ iregen eine« Danfeö 
in aSerlegenl^eit. — ^i) l^abe f(^on längft nid^t me^r erwartet, 
ba^ ber ^rinj mid^ ju Braud^en gerul^en irerbe. — 

aWarinetti. 3^ ^^^ toerftc^ert, ba^ eS i^m blo^ an einer 

10 tüürbigen ©elegenl^eit gemangelt ^at. Unb trenn aud^ biefe fo 

eineg SDlanne«, h)ie @raf 2l})^iani, nod^ nid^t trürbig genug fein 

foUte: fo ift freilid^ meine ^reunbfd^aft ju boreilig getoefen. 

^ppianu greunbfc^aft unb greunbfd^aft um ba« britte SBJort ! 
— SKit irem reb' ic^ benn? Deg SKard^efe SKarinelli greunb* 
15 fd^aft l^ätt* id^ mir nie träumen laffen. — 

aWariuetti. ^(S) erlenne mein Unred^t, §err ®raf, — mein 
unijerjeil^lid^e« Unred^t, ba^ id^ ol^ne ^\)U ©rlaubnig ^\)X 
greunb fein iroHen. — S3ei bem aßen, h)a^ tl^ut ba«? Die 
©nabe be^ ^rinjen, bie S^nen angetragene ©l^re bleiben, toa« 
2o fie ftnb, unb ic^ jioeifle nid^t, Sie toerben fie mit Segierb' er* 
greifen. 

Sl^^iaui (iittc^ eiiiiger übericfluitß). aUerbiug«. 

^anitetti. 9Jun, fo fommen ©ie. 

^ppianu äüo^in ? 
25 aWadnetti. 3la(i) 2)ofalo, ju bem 5ßrinjen. — ®g liegt fd^on 
alle« fertig, unb ©ie muffen nod^ l^eut* abreifen. 

^piüuu 3Bag f agen ©ie ? — 9ioc^ l^eute ? 

aWaniieöi. Sieber nod^ in biefer nämlid^en ©tunbe al« in 
ber folgenben. S)ie ©ad^e ift bon ber äu^erften ©iP. 
30 ^pianl 3n SBal^rl^eit ? — ©0 t^ut eö mir leib, ba^ id^ 
bie @^re, h)eld;e mir ber 5ßrinj jugebad^t,. verbitten mu^. 
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VUnitttUl 2Bte? 

9ippimu ^(S) !ann l^eute nid^t abretfen; — a\xä) morgen 
nid^t ; — aud) übermorgen nod^ nid^t. — 

aRarineni. Sie fd^erjen, i^err ®raf. 

^pxanl 3Rit Sinnen? 5 

WlaxintUu Unöergleid^Iid^ ! SBenn ber ©d^erj ben 5ßrinjen 
gilt, fo ift er um fo toiel luftiger. — ©ie f önnen nid^t ? 

Mppianu 5Retn, mein §err, nein. — tlnb id^ ^offe, ba^ 
ber 5ßring felbft meine (Sntfd^ulbigung toirb gelten laffen. 

äRarineHi Die bin id^ begierig ju l^ören. 10 

9|i)itaiti. D, eine Äleinigfeit ! — ©e^en ©ie, id^ fott nod^ 
l^eut* eine grau nel^men. 

fBftatintUl 5Run? unb bann? 

9^piml Unb bann ? — unb bann ? — ^\)xt %xaQt ift aud^ 
i)erjtoeife(t naiö. 15 

TlaxintUu SKan f)ai ©jem^el, §err ©raf, ba^ fid^ §od^s 
jeiten auffd^ieben laffen. — 3^ glaube freilid^ nid^t, ba^ ber 
SSraut ober bem Sräutigam immer batnit gebient ift. Die 
©ad^e mag il^r Unangenel^me« l^aben. Slber bod^, bäd^t' id^, 
ber 8e.fe^I beg §errn — 20 

%ppimu Der 33ef el^l be« §erm ? — be« §erm ? (gin iperr, 
ben man fid^ felber toä^It, ift unfer §err fo eigentlid^ nid^t — 
3^ gebe ju, ba^ ©ie bem ^rinjen unbebingtern ©el^orfam 
fd^ulbig h)ären. Slber nid^t id^. — 3S^ ^<^^ 0" feinen ißof 
ate ein greiioiHiger. 3d^ toottte bie ßl^re l^aben, i^m ju bie* 25 
nen, aber nid^t fein ©Habe ju Serben. 3^ ^^^ ^^^ SBafaff 
eineg großem §erm — 

JDlaritteHt. ©rö^er ober f (einer: §err ift §err. 

^pianl Da^ id^ mit ^l^nen barüber ftritte ! — ®enug, 
fagen ©ie bem ^Wnjen, \Da^ ©ie gel^ört l^aben : — ba^ eö 30 
mir leib tl^ut, feine ©nabe nid^t annehmen ju lönnen; toeil 
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id^ eben l^eut* eine SBerbinbung i)ottjöge, bie mein ganje« ®Iüdf 
ou^mad^e. 

a^arttteHt. SBotten ©ie il^m nid^t jugleid^ tüiffen laffen, 
mit tüem? 
5 ^pianu ^it @mi(ia ©alotti. 

TtatiutUl Der 2^od^ter auö biefem §aufe? 

fippianU 9(ud biefem ipaufe. 

aRarinettt. §m! I^m! 

^ppianl SBad beliebt? 
lo WlatintUu 3^ f*>Hte meinen, ba^ eS fonad^ um fo Weniger 
©d^iüierigfeit l^aben fönne, bie ßeremonie big ju "^f^x^x 3«* 
rüdtfunft augjufe^en. 

^pianl 2)ie (Zeremonie? 9Jur bie ßeremonie? 

^atintUi. 2)ie guten ßltem iüerben eg fo genau nid^t 
15 nehmen. 

9ippxanl 2)ie guten ßltern? 

WHaxintUx. Unb (Smilia bleibt '^l)ntn ja iüol^I getüi^. 

%ppxanl ^a iDol^I geiüi^ ? — Sie finb mit ^^xtm ga 
toof)l — ja h)o^l ein ganjer 3lffe ! 
ao aWaritteMi. SWir ba«, ®raf? 

9())^iattt. SBJarum nid^t? 

9RaHitettt. §immel unb §ötte ! — 9Bir Serben un« f^)red^en. 

«iJ^iatti. $al^ ! §ämif d^ ift ber Slffe ; aber — 

SRarineHi. %oi unb SBerbammniö! — ®raf, id^ f obere 
25 ©enugt^uung. 

^pxanl Dag k)erftel^t ftd^. 

äRarlnenü Unb tüürbe fie gleid^ je^t nel^men; — nur 
ba^ id^ bem }ärtlid^en Bräutigam ben l^eutigen Sag nid^t 
toerberben mag. 
30 ^ppianl ©utl^erjige« 2)ing! 5iic^t bod^! 5Rid^t bod^! 

(3nbem er i^n bei ber ^onb ergreift.) 3taä) SKaffa freilid^ mag id^ mid^ 
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l^eute nid^t fd^icfcn laffcn; aber ju einem Spaziergange mit 
Sinnen i)ab' \(S) ^txt übrig. — kommen ©ie, fommen ©ie ! 

9Rannetti (ber h losreißt unb abgebt), ^nx ©ebulb, ®raf, nur 
©ebulb! 



(Elfter 2tuftritt. 

^pptani. (^laubia ©atotti. 

9ippiam, ®el^, Slid^tgtoürbiger ! — §a ! ba« l^at gut ge« 5 
t^an. SKein Slut ift in SBaHung gefommen. ^d) fül^Ie mic^ 
anber^ unb beffer. 

€(attbia (eiiißfi unb beforgt). ®ott ! §err ©raf — ^d^ l^ab* 
einen l^eftigen 2Borttt)eci^feI gel^ört. — ^})x ©efid^t glühet. 
3Ba« ift vorgefallen? 10 

fippidnu Slid^t^, gnäbige '^an, gar nid^t^. Der Kammer* 
^err SKarinetti l^at mir einen großen 35ienft eriüiefen. @r 
l^at mid^ be^ ©angeg jum 5ßrinjen überhoben» 

aiatibitt^ 3n ber SCI^at? 

f(|i)iiatti. SBir lönnen nun um fo i)iel frül^er abfal^ren. 15 
3^ gel^e, meine Seute ju treiben, unb bin fogleid^ lieber 
l^ier. ßmilia h)irb inbe^ auii) fertig. 

€(attbta. Äann id^ ganj rul^ig fein, iperr ®raf? 

$(|i)iianu ®anj rul^ig, gnäbige ^rau. (ste aci^t herein unb 

er fort.) 20 



®ie @ccne : ein SSorfaat auf bcm Suflfd^Ioffc bc« ^rlnjcn. 



€rfter iCuftrttt. 

^axintUu Umfonft; er fd^lug bie angetragene ®^re mit 
ber größten aSerad^tung a\\^. 

2)et^ria5. Unb fo Bleibt e^ babei? @o ge^t eg öor 
fid^? ©0 toirb ßmilia nod^ l^eute bie ©einige? 
5 aWadnem. 2lIIem Slnfel^en nad^. 

^e¥$ri%. ^i) öerf^rad^ mir toon '^\)xtm Einfalle fo 

biel ! — 2Ber toei^, toie albern Sie jid^ babei genommen. — 

SBJenn ber 3lat eineg 2^^oren einmal gut iji, fo mu^ il^n ein 

gefd^eiter 3Kann aü^fü^ren. S)a^ l^ätt* id^ bebenfen fotten. 

10 WlatintUu Da finb' id^ mid^ fd^ön belohnt! 

2)er^nn§. Unb toofür belol^nt? 

maxintUu 2)a^ id^ nod^ mein geben barüber in bie ©d^anje 
fd^Iagen toottte. — aU id^ fal^e, ba^ toeber @mft nod^ Spott 
ben ©rafen betoegen fonnte, feine Siebe ber ©l^re nad^ju* 
15 fe^en, toerfud^t' id^ e^, il^n in §arnifd^. gu jagen. ^6) fagte 
il^m 35inge, über bie er fid^ berga^. @r ftie^ Seleibigungen 
gegen mid^ au«, unb id^ forberte ©enugtl^uung — unb for» 
berte fie gleid^ auf ber Stelle. — ^d^ badete fo : enttoeber 
er mid^, ober id^ i^n. 3^ ^^^ • f*> ^P *>ö^ 55^1^ Ö^^i unfer. 
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Dbet er mid^ : nun, njenn aud^ ; fo mu^ er fliel^en, unb ber 
^Prinj getoinnt njeniöften« S^xt 

2)cr¥niis. 2)ag l^ätten ©ie getl^an, 3KarineIIi? 

aRartneHu §a ! man foKt' e« boraug toiffen, toenn man 
fo tJ^örid^t bereit tft, fid^ für bie ©ro^en auf}uoj)fern — 5 
man foHt' e« boraug Vüiffen, h)ie erlenntUd^ fte fein toürs 
ben — 

2)er«pHits. Unb ber ®raf? — gr fielet in bem 3lufe, 
fid^ fo ettoa« nid^t jtoeimal fagen ju lajfen. 

mavlntUl Slad^bem e« fällt, ol^ne 3^^if«I- — SBer lann 10 
eg i^m berbenfen? — 6r berfe^te, ba^ er auf ^eute bod^ 
nod^ tttoa^ SBid^tiger« ju tl^un l^abe, ate ftd^ mit mir ben 
ipal« ju bred^en. Unb fo befc^ieb er mid^ auf bie erften 
ad^t 2:a0e nad^ ber ^od^jett. 

^cr Britta. 3Kit ßmilia ®aIotti ! 2)er ©ebanle mac^t 15 
mid^ rafenb ! — 2)arauf liefen Sie e« gut fein unb gingen 
— unb lommen unb ^jral^Ien, ba^ ©ie ^l^r geben für mid^ 
in bie ©d^anje gefd^Iagen, fid^ mir aufgeojjfert — 

^axintUl. 2Ba« VooHen ©ie aber, gnäbiger §err, ba« id^ 
toeiter l^ätte tl^un follen? 20 

^er^ritt). SBeiter tl^un? — 211« ob er ettoa« get^an 
^ätte ! 

maxintUu Unb lajfen ©ie boc^ l^ören, gnäbiger §err, 
loa« ©ie für fid^ felbft getl^an ^aben. — ©ie toaren fo glüdE* 
Ixd), fte nod^ in ber Äird^e ju fjjred^en. SBa« ijah^n ©ie 25 
mit i^r abgerebet? 

^er ¥H«a (mmm 9leugierbe jur ©enüge ! — bie id^ nur 
befriebigen mu^. — D, e« ging alle« nad^ SBunfd^. — ©ie 
brauchen fid^ nid^t toeiter ju bemül^en, mein alljubienftferti- 
ger greunb ! — ©ie lam meinem 38erlangen mel^r al« \)aU 30 
be« SBege« entgegen. 3<^ ^ätte fie nur gleid^ mitnel^men 
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bürfcn. (äou unb.befe^icnb.) 5Wun iüiffcn ©ie, h?ag Sie toiffen 
tooHen, — unb lönnen gei^n ! 

äRarinettt. Unb lönnen gel^n ! — 3^^ i^ ; ba« ift bag 
ßnbe t)om Siebe! unb toürb' e^ fein, gefegt aud^, xd) tooHte 
5 nod^ ba« Unmöglid^e Berfud^en. — Da« Unmöglid^e, fag* 
id^? — @o unmöglid^ h?är' e« nun too^I nid^t, aber lül^n ! 
— SBenn toxx bie SSraut in unferer (Setoalt l^ätten, fo ftünb' 
id^ bafür, ba^ au« ber §od^jeit nid^t« toerben fottte. 

^er ^rtiia, ®i ! toofür ber SKann nid^t atte« ftel^en \oxü ! 

lo 9lun bürft* id^ il^m nur noc^ ein Äommanbo bon meiner Seibs 

toad^e geben, unb er legte ftd^ an ber Sanbftra^e bamit in 

§inter^alt unb fiele felbft fünfziger einen Sagen an unb ri^ 

ein 5!Jläbd^en l^erau«, ba« er im 2:riumj)^e mir jubräd^te. 

8»anitent. g« ift e^er ein 3Räbd^en mit ®eh?alt entführt 
15 toorben, ol^ne ba^ e« einer getoaltfamen ©ntfül^rung ä^nlid^ 
gefe^en. 

^er ¥H«s. SBenn 6ie ba« }u mad^en Vüü^ten, fo toürben 
Sie nid;t erft lange bat)on fc^hja^en. 

äRarineHi. Slber für ben 3lu«gang mü^te man nid^t fielen 
2o fotten. — 6« lönnten ftd^ Unglüdf^fäHe babei ereignen — 

^er Britta. Unb e« ift meine 2lrt, ba^ id^ Seute 3)inge 
beranttDorten laffe, toofür fte nid^t lönnen! 

3Ranneni. 2lIfo, gnäbiger iperr — man i^ört »on weitem 
einen Bi^u%) ^a ! toa« toax ba« ? — ipört' id^ red^t ? — §örten 
25 Sie nid^t aud^, gnäbiger §en, einen ©d^u^ f atten ? — Unb 
ba nod^ einen! 

^er Britta» SEBa« ift ba« ? toa« giebt'« ? 

^atintUl SBa« meinen Sie tool^I? — SBie, Wann \d) 
tl^ätiger Vüäre, al« ©ie glauben? 
30 ^er ¥Htta, 2:^ätiger ? — ©0 fagen ©ie bod^ — 

SRartneHt. Äurj: toobon id^ gefjjrod^en, gefd^iel^t. 
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2)er ^ritia. 3ft cS möglid^ ? 

äRartnent* 3lur bergeffen ©ie nid^t, ^rinj, Vüeffen ©ie 
mic^ eben berftd^ert. — ^^ ^«'^^ nod^maU 3l^r SBort 

2)er ^riitj. 2lber bie Slnftalten finb bod^ fo — 

äRarinetti. 2lte fie nur immer fein lönnen ! — Die Slu«« 5 
füj^rung ift Seuten anvertrauet, auf bie ic^ mid^ berlaffen fann. 
2)er SBeg gel^t ^art an ber ^lanfe be^ 2:iergarten« Vorbei. 
2)a toirb ein 2:eil ben SBaöen angefallen l^aben, gleid^fam 
um il^n ju J)lünbem. Unb ein anberer 2:eil, tüobei einer bon 
meinen Sebienten ift, toirb au« bem 3:iergarten geftürjt fein, 10 
ben Slngefaffenen gleid^fam jur §ilfe. SÖää^renb be« §anb= 
gemenge«, in bag beibe 3:eile jum ©d^ein geraten, fott mein 
Sebienter ©milien ergreifen, aU ob er fie retten toolle, unb 
burd^ ben 3:iergarten in baö ©d^Io^ bringen. — ©0 ift bie 
äbrebe. — SBa« fagen ®ie nun, ^rinj ? 15 

^er Britta, ©ie überrafd^en mid^ auf eine fonberbare 3lrt. 
— Unb eine Sangigleit überfällt mid^ — (ajearineat tritt an ba« 
Senfler.) SSBomad^ feigen ©ie? 

fOlatintUu 2)a^inau« mu^ e« fein ! — ^td)t ! — unb eine 
3Kagfe fömmt bereit« um bie ^lanle gefj^rengt ; — ol^ne 20 
3h>eifel, mir ben ©rfolg ju berid^ten. — ßntfernen ©ie fid^, 
gnäbiger §err. 

Der^nna. 31^, ^Rarinetti — 

WlatintUu 9lun? 5iid^t toal^r, nun ijai' xd) ju biel ges 
t^an, unb borl^in ju toenig? 25 

$>er ^Hns* Da« nid^t. 2lber id^ fel^e bei aKebem nid^t 
ab 

matintUl aibfe^n ? — £ieber atte« mit ein« ! — ®e* 
fd^toinb entfernen ©ie fic^. — Die 5!Ra«fe mu^ ©ie nid^t 

fe^en. (a^er «Prtns fielet af>.) 30 
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gipetter Jtuftrttt* 

3Rax\ne\\i unb haU> barauf anfiel o. 
^axintUi (ber wieber na<^ bem ^enfter ße^jt). ©Ott fal^tt bet SBSas 

gen lartöfam nad^ ber ©tabt jurücf. — ©o langfam? Unb 
in jebem ©c^Iage ein SSebienter ? — 3)ag jtnb Slnjeigen, bie 
mir nid^t gefatten: — ba^ ber ©treid^ too^I nur l^alb ge« 

5 lungen ift ; — ba^ man einen SSertüunbeten gemäd^Ud^ jurüdfs 
führet — unb leinen 2:oten. — 3)ie SWodle fteigt ab. — ®« 
ift Slngelo felBft. Der Sottbreijte ! — ®nbUc^, ^ier toei^ er 
bie ©d^Iid^e. — @r Vüinlt mir ju. 6r mu^ feiner ©ac^e 
getoi^ fein. — §a, §err ®raf, ber ©ie nid^t nad^ 5!Jlaffa 

10 Vüottten unb nun nod^ einen toeitem SBeg muffen ! — SBer l^atte 

©ie bie 3lffen f O lennen gelehrt ? (Snbem er na<^ ber S^üre juge^t.) 

' ^a \t>o\)l ftnb fte l^ämifc^. — 9lun, SCngelo ? 

SlttgelO (ber bie SRaSfe obflenommen). Raffen ©ie auf, §err 

Äammer^err! SKan mu^ fte gleich bringen. 
15 8»anitent. Unb toie lief e« fonft ab? 

Ängelo. ' 3<^ ^^^^^ \^f ^^^* öwt. 

8»aniteni* SBie fte^t e« mit bem ®rafen? 

««gelo. 3u bienen ! ©o, f o ! — Slber er mu^ 2Binb 
gel^abt l^aben. ^tnn er Vüar nid^t fo ganj unbereitet. 
20 WlavintUu ©efd^tüinb fage mir, toaS bu mir ju fagen 
f)a\i\ — 3ft er tot? 

Slngelo. ©g tl^ut mir leib um ben guten §erm. 

TlatintUl 9lun ba, für bein mitleibige« §er} ! (®«ebt i^m 

einen Beutel mit ®olb.) 

25 Slngelo* SSoHenbö mein braöcr 5WicoIo! ber ba^ Sab mit 
beja^Ien muffen. 
8»ttrtneat. ©o? SSerluft auf beiben ©eiten? 
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%mtU, ^i) fönnte toeinen um ben eJ^rlici^en S^nöen! 

OB mir fein 3^0b fd^On ba^ (inbem er ben »eutel in ber $anb loieget) 

um ein SSierteil tjerbeffert. 3)enn id^ bin fein 6rbe, toeil id^ 
i^n fleräc^et l^abe. 3)a^ ift fo unfet ®efe^: ein fo gute«, 
mein' id^, al^ für S^reu unb greunbfc^aft je gemad^t toorben. 5 
3)iefer 5RicoIo, §ert Äammerl^err — 

äRarineHi. 5Dflit beinern Sflicolo ! — 3lBer ber ®raf, ber 
Oraf — 

«ngeJo. S3Ii^ ! ber ®raf ^atte i^n gut gefaxt. Dafür 
f a^t' ic^ aud^ toieber ben ®raf en ! — 6r ftürjte ; unb toenn 10 
er nod^ lebenbig jurüdf in bie Äutfd^e tarn, fo fte^* ic^ bafür, 
ba^ er nid^t lebenbig toieber jj^erau^lömmt. 

äRarinettt. SBenn bag nur getoi^ ift, 2lngeIo. 

^ngelo. ^6) toitt ^^xt Runbfd^aft berlieren, Vüenn e« 
nid^t getoi^ ift ! — §aben ©ie nod^ h?a« ju bef eitlen ? Denn 15 
mein SBeg ift ber toeitefte: toir trotten ^eute nod^ über bie 
©renje. 

äRarinettu @o gel^! 

5lngelo. SBenn toieber \oa^ borfättt, §err Äammer^err, 

— ©ie toiffen, too id^ ju erfragen bin. SBag fid^ ein anbrer 20 
ju tl^un getrauet, toirb für mic^ aud^ feine §ejerei fein. Unb 
bittiger bin id^ afö jeber anbere. (®e^t at>.) 

aKanitetti. ®ut ba«! — 2lber bod^ nid^t fo red^t gut. 

— $fui, 3lngeIo ! fo ein Änidfer ju fein ! ßinen jh)eiten ©c^u^ 
toäre er ja lool^I nod^ Voert getoefen. — Unb toie er ftc^ 25 
bieffeid^t nun martern mu^, ber arme ®raf ! — ^fui, 2lngeIo ! 
3)ag l^ei^t fein §anbh)erf fe^r graufam treiben — unb ber^ 
Jjfufd^en. — 2lber babon mu^ ber ^rinj nod^ nid^t^ Voiffen. 
®r mu^ erft felbft finben, toie juträglid^ il^m biefer Sob ift. 

— Diefer 2:ob! — SBa« gab' id^ um bie ®etoi^l^eit ! — 30 
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Dritter 2tuftritt. 

3)er ^Prlna. 3Jtax\neU\. 

2)er ^rinj* Dort lömmt fte bie 3lttee l^erauf. ©ie eilet 

bor bem SSebienten l^er. 3)ie %vixi)t, tote e§ fd^einet, be* 

Pügelt i^re gü^e. ©ie mu^ nod^ nid^tg argtool^nen. ®ie 

glaubt fid^ nur öor 9läubern ju retten. — aiber toie lange 

5 fann ba^ bauem ? 

3Rarinetti. ©o l^aben toir fie bod^ fürS erfte. 

^er ¥ri«a. Unb Voirb bie SKutter fie nid^t auffud^en ? 
SSJirb ber ®raf il^r nid^t nad^fommen? SBa« ftnb toir aU- 
benn Leiter? SBie lann ic^ fte il^nen öorentl^alten ? 
lo äRarinent. 9luf baS aUe^ n>ei^ id^ freilid^ noc^ nid^tg ju 
antworten. 2lber toir muffen feigen, ©ebulben ©ie fid^, gnäbiger 
§en. Der erfte ©d^ritt inu^te bod^ getrau fein — . 

^er Britta. SBoju? toenn toir i^n jurüdftl^un muffen. 

aRarinettt. SSieHeid^t muffen toir nid^t. — 2)a ftnb tau« 
15 fenb Dinge, auf bie fid^ toeiter fu^en lä^t. — Unb bergeffen 
©ie benn baö SSome^mfte? 

^er^niti^« SBie lann id^ bergeffen, tooran id^ fieser nod^ 
nid^t gebadet f)aU? — Da« SBomeWte? toa« ift baS? 

a^tarineUi. Die Äunft, ju gefallen, ju Überreben, — bie 
20 einem $rinjen, toeld^er liebt, nie fehlet. 

^er Britta. 9lie fel^Iet? 2lu^er, too er fte gerabe am 
nötigften brauchte. — ^d) l^abe öon biefer Äunft fc^on l^eut' 
einen ju fd^Ied^ten 35erfuc^ gemad^t. 3R\i allen ©d^meid^eleien 
unb SSeteuerungen lonnt* id^ il^r aud^ nid^t ein SBort auS* 
25 J)reffen. ©tumm unb niebergefd^Iagen unb jitternb ftanb fie 
ba, toie eine 38erbred^erin, bie il^r 2^obeöurteiI ^öret. ^l)xc 
3(ngft ftedfte mid^ an, id^ gitterte mit unb fd^Io^ mit einer 
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Sitte um aSergcbung. Raum ^tixau^ ic^ mir, fie lieber an= 
jureben. — Sei il^rem Eintritte njenigften^ it)ag* id) e^ nid^t 
ju fein, ©ie, SRarineHi, muffen fie em^jfangen. S^ ^iß 
l^ier in ber 9läl^e l^ören, h?ie e« abläuft, unb lommen, toenn 
id^ mid^ mel^r gefammelt ^abe. 5 



Dierter Jtuftritt. 

SWarineUi unb balb barauf bejfen Sebienter SBattifia mit dmilien. 

WaxintUu SBenn fte i^n nid^t felbft ftürjen gefeiten — 
Unb ba« mn^ fie tool^I nid^t, ba fie fo fortgeeilet — Sie 
fömmt. 2tud^ id^ \t>\ü nid^t bag erfte fein, toa« il^r l^ier in 

bie älugen fäQt. (®r Mt [\^ in einen SBinlel beS Baalti aurüct.) 

fßaitifta. 3lux f)kx l^erein, gnäbigeS gräulein. lo 

(SntUia (au^er «tem). 21^ f — ^^ ! — ^d^ banle ^l^m, mein 
fjreunb ; — id^ banf * ^f}m. — aber (Sott, (Sott ! too bin id^ ? 
— Unb fo ganj attein ? So bleibt meine 5Wutter ? SBo blieb 
ber (Sraf ? — ©ie lommen bod^ nad^ ? mir auf bem gufe^ ^^^ ? 

ISattifta. 3^ bermute. 15 

(Smiao. gr tjermutet? (gr toei^ eö nid^t? ßr fa^ fte 
ttid^t? — SBarb nid^t gar l^inter un^ gefd^offen? — 

»ttttifto. ©efd^offen ? — 2)a§ Voäre ! — 

(SntiUa. ®anj gett)i^ ! Unb ba§ ^at ben ®raf en ober meine 
SKutter getroffen. — 20 

IBattifta. ^d^ toiU gleid^ nad^ il^nen au^gel^en. 

@milta. 9lid^t o^ne mid^. — ^d) toitt mit ; id^ mu^ mit : 
lomm 6r, mein greunb ! 

SRarinetti (ber plötltc^ herantritt, aI3 ob er eben ^ereintämc). 3(1^, 

gnäbigeg gräulein ! 2öa§ für ein UnglüdE, ober bielmel^r, h)a§ 25 
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für ein ©lütf, — tüa^ für ein glücflid^e^ Unglücf berfd^afft 
ung bie ßl^re — 

Qndlxa (ftu^enb). 2Bie ? ©ie l^ier, mein iperr ? — 3^ ^i" 
alfo too^I bei ^l^nen ? — SSerjeil^en ©ie, §err Äammer^err. 
5 2Sir finb bon Släubern o^nfem überfallen toorben. Da lamen 
ung gute Seute ju §ilfe; — r unb biefer el^rlid^e 3Kann l^ob 
mx(S) au§ bem SBagen unb brad^te mid^ l^ierl^er. — 2lber id^ 
erfd^redfe, mid^ allein gerettet ju feigen. 3Keine SRutter ift 
nod^ in ber ©efal^r. hinter un^ toarb fogar gefd^offen. ©ie 

lo ift bietteid^t tot ; — unb id^ lebe ? — SSerjet^en ©ie. gd^ 
mu^ fort ; id^ mu^ toieber ^in, — too id^ gleid^ l^ätte bleiben 
follen. 

"SkavintUu SSeru^igen ©ie ftd^, gnäbigeS ^J^äulein. 6« 
fte^et affeg gut ; fie n)erben balb bei S^nen fein, bie geliebten 

15 ^erfonen, für bie ©ie fo biel järtlid^e ängft emj)finben. — 
^nbe«, Sattifta, ge^^ lauf : fte bürften bietteid^t nid^t toiffen, 
h)o ba« fjräulein ift. ©ie bürften fte bietteid^t in einem bon 
ben SBirtfd^aftgl^äufern be« ©arten« fud^en. SSringe fte uns 
berjüglid^ l^ierl^er. (»attifta ge^t ab.) 

20 (Smxlxa. ®eh)i^? ©inb fte ade geborgen? ift il^nen 

nid^tg Voiberfa^ren ? — 31^, toa« ift biefer 2^ag für ein 2:ag 

be§ ©d^redfen« für mid^ ! — 3lber ic^ f oUte nid^t l^ier bleiben ; 

id^ fottte il^nen entgegeneilen — 

TlatintUu SBoju ba§, gnäbige« gräulein? ©ie finb 

25 o^nebem fd^on ol^ne altem unb Äräfte. ©rigolen ©ie ftd^ 
bielmel^r unb gerul^en, in ein 3^"^"^^^^ i^ treten, n)o mel^r 
Sequemlid^Ieit ift. — ^d^ toiH toetten, ba^ ber ^rinj fd^on 
felbft um 3l^re teure, e^rtt)ürbige 5Qlutter ift unb fie ^l^nen 
anführet. 

30 ^milta. SBer, fagen ©ie? 

a){artneat. Unfer gnäbigfter ^rinj felbft. 
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(Smxlia (äußerft befiürst). 3)er $rinj ? 

a»ttHttent. @r flo^ auf bie erpc Slad^rid^t 3^nen ju §ilfe. 
— (Sr ift f)'66)\t ergrimmt, ba^ ein fold^e« Serbred^en i^m 
fo na^e, unter feinen äugen gleid^fam, l^at bürfen ßetoagt 
toerben. gr lä^t ben 3:i^ätem nad^fe^en, unb i^re ©träfe, 5 
toenn fie ergriffen toerben, toirb unerhört fein. 

iSmilia. Der 5prinj ! — 3Bo bin id^ benn alfo ? 

matxntUu 3luf 3)ofaIo, bem Suftfd^Ioffe be« ^ßrinjen. 

(Smxlia. SBelc^ ein S^^aü ! — Unb ©ie glauben, ba^ er 
gleid^ felbft erfd^einen fönne ? — 3lber bod^ in ©efettfd^aft 10 
meiner 5Dflutter? 

fEfUtintUu §ier ift er fd^on. 



fünfter 2tuftrttt. 

2)eT $rtna. (Stnilia. ^ax'ineWu 

$>er «pmj. SBo ift fte ? Vüo ? — SBir fuc^en ©ie überatt, 
fd^önfte« gräulein. — ©ie fmb bod^ Vüo^I? — 9lun fo ift 
atte^ too^I ! 2)er ®raf, S^re 3Kutter — 15 

(Snttlia. 211^, gnäbigfter §err ! h)o fmb fie ? SBo ift meine 
aRutter? 

^er f^riitj, 5Rid^t Vüeit ; l^ier ganj in ber 9läl^e. 

(Smtlia. ®ott, in toeld^em 3wftö»^i>^ ^^^'^^ i^ i^i^ ^i»^^ 
ober ben anbem tjietteic^t treffen ! &ani getoi^ treffen ! — 20 
Denn ©ie berl^el^Ien mir, gnäbiger §err — id^ fe^ ^^, ©i^ 
tjerl^e^len mir — 

^er ^riitä» 9lic^t bo(^, befte« gräulein. — ©eben ©ie 
mir Si^ren Slrm unb folgen ©ie mir getroft. 

(StitiHa (unentfc^ioffen). Slber — h?enn i^nen nid^t« toiber= 25 
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fal^ren — toenn meine Sll^nungen mid^ trügen: — tüarum 
ftnb fie nid^t f d^on l^ier ? SBarum lamen fie nic^t mit ginnen, 
gnäbiger §err? 
^er ¥««S» ©0 eilen ©ie bod^, mein gräulein, ade biefe 
5 Sd^redfenbilber mit eing tjerfd^tüinben ju feigen. — 

C^milia« 9Bag fott id^ t^un ? (2)ic ^ünbe ringcnb.) 

$>er ^ma. SBie, mein ^räulein ? Sollten Sie einen 
aSerbad^t gegen mid^ ^egen? 
&mxtxa (bie »or i^m nicberfäut). 3u gieren ^ü^^ti, gnäbtger 

lo §err — 

Der ?Priit5 (fie auf^ebenb). ^d^ bin äu^erft Befd^ämt. — ga, 
©milia, id^ öerbiene biefen ftummen SSortourf. — SRein 33e= 
tragen biefen SKorgen tft nid^t ju rechtfertigen, — ju ent= 
fd^ulbigen l^öd^fteng. aSerjeil^en Sie meiner Sd^toad^l^ett. 

15 3^ ^äit^ ®i^ ^it feinem ©eftänbniffe beunrul^igen fotten, 
bon bem id^ feinen SSorteil ju erwarten ^abe. 3lud^ Vüarb 
id^ burd^ bie fjjrad^Iofe Seftürjung, mit ber Sie e^ anl^örten, 
ober bielmel^r nid^t anl^örten, genugfam beftraft» — Unb fönnt' 
id^ fd^on biefen B^f^ß/ '^^^ ^^^ nod^mafe, el^e alle meine 

20 Hoffnung auf etoig berfd^toinbet, — mir ncd^mate ba^ ®Iüä 
Sie ju feigen unb ju fjjred^en, öerfd^afft, fönnt' id^ fd^on biefen 
ßufaff für ben 3öinf eine^ günftigen ©lüdEe« erflären, — 
für ben tounberbarften 2luffd^ub meiner enblid^en SSerurteilung 
erflären, um nod^mafö um ©nabe flehen ju bürfen: fo toitt 

25 id^ bod^ — UUn Sie nid^t, mein ^räulein — einjig unb 
attein bon ^i)xtm SlidEe abl^angen. Äein SEBort, fein Seuf jer 
fott Sie beleibigen. — 9lur fränfe mid^ nid^t '^i^x SKi^trauen. 
3lur jtoeifeln Sie feinen Slugenblidf an ber unumfc^ränfteftcn 
©etoalt, bie Sie über mid^ l^aben. 9lur fatte ^i)nin nie bei, 

30 ba^ Sie eine§ anbern Sd^u^e^ gegen mid^ bebürfen. — Unb 
nun fommen Sie, mein gräulein, — fommen Sie, lt)o ©nt* 
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jüdungen auf ©ie haarten, bie ©ie me^r billigen, (er fü^rt fte, 
ni(^t o^nc Sträuben, ab.) golgeu ©ie uuS, 5!JlarineIIi. — 

9)lanttefli %olQtn ©ie un^, — baö mag l^ei^en : folgen 
©ie un§ nid^t ! — SBa« l^ätte id^ i^nen auc^ ju folgen ? (gr 
mag feigen, toie toeit er e^ unter bier Stugen mit il^r bringt. 5 
— 3llle§, h)a« xd) ju tl^un l^abe, ift, — px öer^inbem, ba^ 
fie nid^t geftöret toerben. 3Son bem ®rafen jtoar, l^offe id^ 
nun too^I nid^t. 2lber W)n bcr SRutter ; bon ber SJtutter ! ßg 
foHte mid^ fel^r tounbern, n)enn bie fo rul^ig abgejogen toäre 
unb il^re S^od^ter im ©tid^ gelaffen l^ätte. — 3lvin, SSattifta ? 10 
toa^ giebt'ö? 



5ed?fter Jtuftrttt. 

»attifia. SÄarinctti. 

»attifia (eiiiöW. Die 3Rutter, §err Äammerl^err — 

maxintUu ^ad)V xd)'^ boc^ ! — SBo ift fie? 

S3attifta. SJBenn ©ie i^r nic^t juborlommen, fo h)irb fte 
ben SlugenblidE ^ier fein. — 3^ ^^^ Ö^r nid^t n)itteng, tvk 15 
©ie mir jum ©d^ein geboten, mid^ nad^ i^r umjufel^en, aU 
iä) x^x ©efdfjrei bon toeitem ^örte. ©ie ift ber 3:od^ter auf 
ber ©J)ur, unb tvo nur nid^t — unferm ganjen Stnfd^Iage ! 
Sitten, h?aö in biefer einfamen ®egenb bon 5!Jlenfd^en ift, l^at 
fid^ um fie berfammelt, unb jeber \o\ü ber fein, ber i^r ben 20 
aSeg Voeifet. Dh man i^r fc^on gefagt, ba^ ber ^rinj ^ier 
ift, ba^ ©ie l^ier finb, toei^ id^ nid^t. — SEBa^ Vootten ©ie tl^un? 

^axintüu 2a^ feigen ! — (Gi- überlegt.) ©ie nid^t eins 
laffen, tt)enn fie mi^, ba^ bie 2^od^ter l^ier ift ? — 2)a^ gel^t 
nic^t. — S'^eilic^, fie tüirb Stugen mad^en, tütnn fie ben 25 



54 (Emilia (Salotti. 

SEBoIf bei bcm Sd^äf d^en fte^t. — Sluöen ? 2)a« möd^te nod^ 
fein. 2lber ber §immel fei unfern Diäten ö^äbig! — 9lun 
toaö ? bie befte Sunge erfd^öjjft ftc^, aud^ foßar eine toeiblid^e. 
Sie ^ören alle auf ju fd^reien, Vüenn fie nid^t ntel^r lönnen. 
5 — 3)aju, e^ ift bod^ einmal bie 3Rutter, bie \t>\x auf un« 
ferer Seite ^aben muffen. — 3&tnn id^ bie SKütter red^t 
fenne: — fo ettoaö bon einer Sd^toiegermutter eine« ^rins 
jen ju fein, fd^meid^elt bie meiften. — 2a^ fte fommen, 
Sattifta, la^ fie lommen! 
lo »attifttt. §ören Sie! ^ören Sie! 

eioitbta ®aMü (innci-^aib). ßmilia ! ßmilia ! 5!Jlein Äinb, 
h)o bift bu? 

SRortneöi. ©el^, Sattifta, unb fud^e nur il^re neugierigen 
Segleiter ju entfernen. 



Siebenter Jtuftrttt. 

eUubia ©atotti. 5Batti|ia. SWorineUi. 
15 6^(attbta (bie in bie 2:i^ttre tritt, inbem »attifta l^erauftge^en toiQ). §a ! 

ber ^ob fie auö bem Söagen ! Der fül^rte fie fort ! 34 
erfenne bid^. 3Bo ift fte ? Bpxxi}, UnglüdElid^er ! 

»ottifto. 2)ag ift mein 2)anl? 

eiiittbitt, D, toenn bu 2)anf berbieneft: (in einem fleunben 
20 a;onc) — fo öerjeil^e mir, e^rlid^er SKann ! — SBo ift fie ? — 
2a^t mid^ fie nid^t länger entbel^ren. 3Bo ift fie? 

IBotttfta. D, '^i)xt ©naben, fie fönnte in bem Sd^o^c 
ber Seligfeit nid^t aufgehobner fein. — §ier mein iperr toirb 

^l^re ©naben JU il^r fÜl^ren. (©eaen einige Seute, roeld^e nachbringen woQcn.) 

25 3urüdf ba ! i^r ! 
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2tcf?ter ituftritt 

eiaubia ©atotti. aJlarineUi. 

6;(anbta« 3)cin §err? — (erWidt bcn jwavineni unb fä^rt au* 
rüd.) §a! — Da« bein §err? — Sie l^icr, mein §err? 
Unb ^ier meine 3:oci^ter? Unb Sie, Sie fotten mid^ ju il^r 
führen ? 

^atinttil 9Kit bielem 38erönügen, gnäbige %xa\x. 5 

eiauMo. galten Sie! — Qh^n fällt mir eö bei — Sie 
toaren e« ja — nid^t ? — ber ben @raf en bief en SJlorgen in 
meinem §aufe auffud^te? mit bem id^ il^n allein Ke^? mit 
bem et Streit belam? 

9)lannetti Streit ? — SBaö id^ nic^t toü^te : ein unbe« 10 
keutenber SBortn^ed^fel in l^errfd^aftlic^en atngelegenl^eiten — 

dlaubio» Unb 3Kartnetti l^ei^en Sie ? 

mavinm. 3Kard^efe SWarinetti. 

dlottWo. So ift eö rid^tig. — ipören Sie bod^, iperr 
5Kard^efe. — 5!JlarineKt toar — ber 5Rame SJlarineHi Ujar — 15 
Begleitet mit einer aSertoünfd^ung — 3letn, ba^ ic^ ben ebeln 
3!flann n\d)t öerleumbe ! — begleitet mit leiner aSertoünfd^ung 

— 2)ie 3Serh)ünfd^ung benf' id^ l^inju — 2)er 5lame 9Jlaris 
neDi toar ba« le^te SBort be§ fterbenben ©rafen. 

TlaüntUl 2)e« fterbenben ©rafen? ©rafen 3l^)^)iani ? 20 

— Sie l^ören, gnäbige %xavi, toa« mir in ^i)x^x feltfamen 
Siebe am metften auffällt. — 2)eg fterbenben ©rafen? — 
SBaö Sie fonft fagen tooHen, berftel^' id^ nid^t. 

eioiibia (bitter unb lanflfam). 2)er 9lame STOarineHi lt)ar bag 
le^te SEBort be« fterbenben ©rafen! — SSerftel^en Sie nun? 25 

— ^d) öerftanb eö erft aud^ nid^t, obfd^on mit einem Stone 
gefj)rod^en — mit einem 3:one ! — ^d^ l^öre i^n noi) l . 33Jo 
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- toarcn meine ©tnne, ba^ fte btefen J£on nid^t foöleid^ ber« 
ftanben ? 

äRanneHi* 9lun, gnäbige ^J^au? — 3^ ^^^'^ ^on jel^er 
beg ®rafen ^reunb, fein bertrautefter greunb. Sllfo, toenn 
5 er mid^ nod^ im Sterben nannte — 

6:(attMa» Ttxi bem 2^one ? — S^ fö'^" i^" ^^^^ «ttd^» 
al^men ; id^ lann il^n nic^t befd^reiben : aber er entl^ielt atteS ! 
aKeö ! — SBaö? Släuber hJären eS getoefen, bie ung anfielen? 

— SJlörber maren e§, erlaufte 5Körber ! — Unb 5Karinetti, 
lo SKarinelli Vüar bag le^te SSJort be§ fterbenben ®rafen ! ?Olit 

einem 2^one! 

aWonneöl 3Kit einem ^^one ? — ^\t e§ erl^ört, auf einen 

%on, in einem Slugenblidfe beg ©d^redfeng Vernommen, bie 

Slnllage eine^ red^tfd^affnen 5Wanne^ ju grünben? 

15 ©loiibio. §a, lönnt* id^ i^n nur t)or ©endete fteffen, biefen 

2:on ! — 3)od^ h)el^ mir ! ^6) öergeffe barüber meine 2^od^ter. 

— SBo ift fte ? — SBie ? aud^ tot ? — Sa« lonnte meine 2:oc^= 
ter bafür, ba^ 3l^3^3iani bein g'einb hjar? 

matintfil S^ berjeil^e ber ian^tn 5Wutter. — Äommen ©ie, 
20 gnäbige grau — ^\)xt 2^od^ter ift l^ier, in einem öon ben näd;? 
ften äittitt^^^^- wnb l^at ftd^ l^offcntlid^ ijon il^rem ©d^redEen 
fc^on ööKig erl^olt. SJlit ber järtlid^ften ©orgfalt ift ber 5prinj 
felbft um fte befd^äftiget — 
eiaubia. SEBer ? — 2ßer felbft ? 
25 aRartneUt. ^ 2)er $rinj. 

eiaubio. ®er 5Prinj? — ©agen ©ie toirllid^ ber 5Prinj? 

— Unf er ^rinj ? 
3»artttem. SBeld^er fonft? 

Glattbio, 9lun bann ! — 3^ unglüdtfelige SKutter ! — 
30 unb i^r 3>ater ! i^r SSater ! — 6r hjirb ben J£ag il^rer (Seburt 
öerflud^en. ßr toirb mic^ tjerflud^en. 
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aßartnetti. Um be§ §immefe WxUtn, gnäbige grau ! 9Ba^ 
fättt ^i)mn nun ein? 

dtanhia. g^ ift llar ! — 3ft e^ nid^t? — §eute im Jcm^ 
J)el ! bor ben Stugen bcr Sttterreineftcn ! in ber näl^ern ®egen= 
njart be§ ßtoigcn ! — begann ba§ Subenftücf ; ba brad^ e^ an^ ! 5 
(©egen ben sRarinem.) §a, 5Wörber ! feiger, elenber 9Jlörber ! 3lici^t 
tajjfer genug, mit eigner §anb ju morben, aber nid^t^toürbig 
genug, ju Sefriebigung eines fremben Äi^efö ju morben ! mors 
ben ju laffen ! — abfd^aum aller 3Körber ! — 2öaS eJ^rlid^e 
5Wörber finb, toerben bid^ unter ftd^ nid^t bulben ! 3)i(^ ! 3)id^ ! 10 
— ^tnn tt)arum fott id^ bir nid^t alle meine ©ade, allen meinen 
®eif er mit einem einjigen SEBorte ing ®eftd^t f^)eien ? — 2)id^ ! 
5Dic^, Äu^)j)Ier ! 

äRarineHt. Sie fc^h)ärmen, gute grau. — Slber mäßigen 
Sie njenigftenS ^^r Voilbeö ©efd^rei unb bebenlen Sie, too 15 
©ie finb. 

Slanbia. SBo id^ bin? Sebenlen, too id^ bin? — SBa« 
fümmert e^ bie 2ölt)in, ber man bie jungen geraubet, in Voeffen 
SBalbeftebrüttet? 

(&milxa (innerhalb), ipa, meine 9Jlutter ! 3^ ^öre meine 20 
3Rutter! 

eioiibia. gl^re Stimme? 3)aö ift fie? Sie l^at mid^ ge:= 
l^ört; fte bat mid^ gel^ört. Unb id^ foKte nid^t fd^reien? — 
2Bo bift bu, mein ^inb ? 3^ lomme, id^ lomme ! (©tc ftürat 

in baS 3itn"<^ unb aRarineUi i^r na^.) 25 



MnUv Aufzug* 

S)ic @ccnc bleibt. 



(Erfter Jtuftritt. 

35cr ^rtna- aÄarincUi. 
^et ^tiltj (als aus bem 3immer qon (Smilien tommenb). kommen 

©ie, 90?arineffi ! 3^ «^w^ ^i^ erholen — unb mu^ Sid^t öon 
Sitten l^aben. 
9RannelIi. D ber mütterlid^en 2But! §a! ^a! l^a! 
5 ^cr ?Pnita, ©ie lad^en ? 

gjlarincKi. SBenn ©ie gefeiert l^ätten, 5ßrinj, tüie toll ftd^ 
l^ier, l^ier im ©aale, bie ^Kutter gebärbete — ©ie l^örten fie 
ja tüol^I fd^reien ! — unb tüie ja^m fie auf einmal tuarb bei bem 

erften Slnblicfe öon ^^mn §a ! l^a ! — ®a§ tüei^ id^ ja 

lo tüol^I, ba^ leine SKutter einem 5ßrinjen bie Slugen au§fra|t, 
hjeil er il^re S^od^ter fd^ön finbet. 

^er ^riitj. ©ie finb ein f d^Ied^ter S3eobad^ter ! — 35ie 
2^od^ter ftürjte ber 3Butter of^nmäd^tig in bie Slrme. 35arüber 
t)erga^ bie 3Jtutter i^re SBut, nid^t über mir, gl^re SCod^ter 
15 fd^onte fie, nid^t mid^, \ocnn fie e§ nid^t lauter, nid^t beutlid^er 
fagte, — h)a§ id^ lieber felbft nid^t gel^ört, nid^t öerftanben 
l^aben tüiff. 
WatxntUx. 2Ba§, gnäbiger §err? 
^er ^rins. SBoju bie SerfteUung ? — §erau§ bamit. 3ft 
ao e§ tüa^r? ober ift e§ nid^t toa^r? 
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WlatintUu Unb \ocnn c§ benn tüäre ! 

^er *ßms, 2öenn e§ benn tüäre?— 9lIfo ift e«?— Sr 
ift tot? tot? — (bro^enb) 50larineai ! SKorinem! 

3RaHtieHi. 3lm ? 

^er ^rinj. S3ei ©ott ! bei bem oUöercd^ten ©ott ! id^ bin 5 
unfd^ulbiö on biefem Slute. — SBenn ®ie mir öorl^er gefagt 
Ratten, ba^ e« bem ©raf en bo« Seben loften toerbe — Stein, 
nein ! unb toenn e^ mir f elbft ba« Seben geloftet l^ötte ! — 

SRarineHt. SBenn id^ S^nen öorl^er gefaßt l^ätte ? — 2lfe 
ob fein %oh in meinem ^lone getüefcn toäre ! 3^ ^^^^^ ^^ i>^^ 'o 
Slngelo auf bie ©eele gebunben, ju t)er]^üten, ba^ niemanben 
Seibe^ gefd^äl^e. So tüürbe aud^ o^ne bie geringfte ©etoalts 
tl^ätigleit abgelaufen fein, tüenn fid^ ber ©raf nid^t bie erfte 
erlaubt l^dtte. 6r fd^o^ Änaff unb gatt ben einen nieber. 

^er Britta» SBal^rlid^, er l^ätte foffen ©pa^ t)erftef^en ! 15 

9Rarinetti, 2)a^ Slngelo fobann in SBut lam unb ben 2^ob 
feine« ©efä^rten räd^te — 

^er ^rins, ^reilid^, baö ift f el^r natürlid^ ! 

aytarinellt. 3^ ^^6' c« '^W Ö^^^^Ö bertuiefen. 

^er ^riiiä. 3Sern)ief en ? SBie frcunbfd^aftlid^ ! — SBamen 20 
©ie i^n, ba^ er ftd^ in meinem ©ebiete nid^t betreten lä^t. 
SKein SSertoei« möd^te fo freunbfd^aftlid^ nic^t fein. 

WlarmtUu SWed^t tüo^I ! — ^^cS) unb Slngelo, S3orfa| unb 
3ufatt : atte« ift ein«. — S'^ax tüarb e« t)orau§ bebungen, 
jtoar toarb eg öorau« öerfprod^en, bafe feiner ber Unglüdf«= 25 
fälle, bie fid^ babei ereignen lönnten, mir ju fd^ulben fommen 
fotte — 

^er Tritts. 35ie fid^ babei ereignen — lönnten, fagen Sie ? 
ober fottten? 

aRadncKi. ^"^"^^1^ ^^ff«^ ! — 2)od^, gnäbiger §err, — el^e 30 
©ie mir e« mit bem trodfncn SBorte fagen, n)ofür ©ie mid^ 
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l^alten — eine einjigc SSorfteUung ! Der SCob beö ©rafen ift 
• mir nic^tö hjeniger afe gleid^öüUig. ^^ ^^^^^ i^^^ au^gefors 
bert ; er n)ar mir ©emigt^uung fc^ulbig ; er ift o^ne biefe an% 
ber SBelt gegangen, unb meine 6^re bleibt beleibiget. ®efe|t, 
5 id^ öerbiente unter jeben onbern Umftänben ben 33erbacl^t, ben 
©ie gegen mid^ liegen : aber aud^ unter biefen ? — (swit einer 
aitGcnommenen ^ifte.) ©er ba§ t)on mir beufeu fann ! — 
^er Britta (nac^gebenb). 9lun gut, uuu gut — ' 
^latintUl S)afe er noc^ lebte ! D, ba^ er nod) lebte ! 3lIIe«, 
lo affeg in ber 335elt tüoUte id^ barum geben — (bitter) felbft bie 
©nabe meinet ^rinjen, — biefe unf^ä^bare, nie ju t)erfd^ers 
jenbe ©nabe — \ooUV id^ brum geben! 

^er ^rins. 3*^ t)erftel^e. — 3lnn gut, nun gut. ©ein 2:ob 
tüar BwfaD, bloßer Bwfatt. Sie t)erftd^ern eö, unb id^, ic^ 
15 glaub' e§. — Slber tüer mef^r? 2tuc^ bie 3Kutter? 3tud^ 
gmilia? — 2lud^ bie SBelt? 
aJlarinelli (lait). ©d^n)erlid^. 

^er ¥"«S* Unb n)enn man e§ nid^t glaubt, \oa^ tuirb man 
benn glauben ? — ©ie judfen bie Std^fel ? — 3^^^^« ängelo 
2o tüirb man für ba« SBerf jeug unb mid^ für ben 2^bäter l^alten — 
WlanntUi (noc^ läitcr). SBal^rfd^einlid^ genug! 
^er ^riiis, 3Jlid^ ! mid^ felbft ! — Ober id^ mufe öon ®tunb 
an atte 3lbfid^t auf gmilien aufgeben — 
aj^arineUi (^öd^fi ßieid^QüitiQ). SBag ©ie aud^ gemußt l^ätten — 
25 tüenn ber ©raf nod^ lebte. — 

^er ^ritlä (I^eftio, aber fid) flleidö roieber faffenb). 3JlarinelIi ! — S)od^, 

©ie fotten mid^ nid^t n)ilb mad^en. — 6§ fei fo — ßg ift f o ! 
Unb ba« tüoHen ©ie bod^ nur fagen : ber 2:ob beg ©rafen iji 
für mid^ ein ©lüdf — ba§ größte ©lüdE, \üa^ mir begegnen 
30 lonnte, — ba^ einzige ©lüdf, toa^ meiner Siebe ju ftatten lom^ 
men lonnte. Unb al« biefe§, — mag er bod^ gefd^e^en fein. 
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tüie er \oxü ! — 6in ©raf mef^r in ber SBcIt ober tüeniger ! 
2)enfe ic^ ^f)mn fo red^t? — 3:o^3^3! aud^ id^ erfc^redfe öor 
einem fleinen aSerbred^en nid^t. 3lnx, guter 3^reunb, mufe e§ 
ein Ileineg ftiffeg 95erbred^en, ein Heiner l^eilfame^ SJerbred^en 
fein. Unb fe^en Sie, unfereg ha tuäre nun gerabe tueber ftiffe 5 
nod^ l^eilfam. ®§ ^ätte ben 9Beg jtüar gereiniget, aber ju* 
gleid^ gef^3errt. ^^^^^^^"»i tüürbe e^ unö auf ben Äo^3f ju« 
fagen, — unb leiber l^ätten tüir e^ gar nid^t einmal begangen ! 
— 35a« liegt bod^ tüo^I nur blo^ an S^ren tüeifen, tüunber« 
baren 2lnftalten"? 10 

aRaritieHi. SBenn ©ie fo befel^Ien — 

^er «ßrina. SBoran fonft? — ^d) toiU SRebe! 

2Slax\ntUu 6« lömmt mel^r auf meine Sled^nung, toa« nid^t 
barauf gel^ört. 

^er «ßrinä. Siebe toitt id^ ! 15 

WlatxmUu 9lun bann! SBa« läge an meinen Slnftalten, 
ba^ ben 5ßrinjen bei biefem Unfälle ein fo fid^tbarer SJerbad^t 
trifft ? — 9ln bem 3Jleifterftreid^e liegt baö, ben er f elbft meinen 
Slnftalten mit einjumengen bie ©nabe ^atte. 

^er «ßrina. ^d^ ? 20 

9)^artnellt. @r erlaube mir, i^m ju fagen, ba^ ber ©d^ritt, 
ben er l^eute morgen in ber Äird^e get^an, — mit fo öielem 
Slnftanbe er i^n aud^ getl^an, — fo unt)ermeiblid^ er i^n aud^ 
tl^un mu^te — ba^ biefer ©d^ritt bennod^ nid^t in ben %ani 
gel^örte. 25 

^er ^rtits. a93a§ öerbarb er benn aud^ ? 

^atintUu greilid^ nid^t ben ganjen "^arii, aber bod^ öori|o 
ben SCaft. 

^er«ßriita. §m! aSerftel^' id^ ©ie? 

WarineUi- Sllfo, lurj unb einfältig. Sa id^ bie ©ad^e 30 
übernal^m, nid^t toal^r, ba ton^tt ßmilia öon ber Siebe be« 
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5prinjen nod^ nici^tS ? ßmilien^ SRutter nod^ tücniöer. SBenn 
id^ nun auf bief en Umftanb baute ? unb ber 5prinj inbc§ ben 
©runb meinet ©ebäube^ untergrub ? — 

^er »Jgrina (f»* »or bic ©time f<!^iaQenb). SJertüüufd^t ! 
5 9RameHi. SBenn er e§ nun fclbft öerriet, tüag er im 
©d^ilbe fül^re? 

^er *3Htis» SBerbammter ßinfaff ! 

9Ranne]It* Unb tüenn er e^ nid^t felbft »erraten l^ätte ? — 
3:raun ! 3^ möd^te bod^ tüiffen, auö n)eld^er meiner Slnftalten 
io3Butter ober 2;od^ter ben gerinöften 3lr0tt)ol^n gegen il^n 
fd^öpfen fönnte? 

®er ^Hnä. 35a^ ©ie red^t ^aben ! 

9)^armelli, ©aran tl^u^ id^ freilid^ fel^r unred^t — ©ie 
tüerben Derjeil^en, gnäbiger §crr. — 



Stüciier 2tuftritt» 

SattiPa. 5Der ^rinj. SWarincIIi. 

15 »attipa (eiiiflft). (^btn fömmt bie ©räfin an. 

^er^rina. S)ie ©räfin? SBa« für eine ©räfin? 
»attifta. Drfina. 

^er^rins. Drfina? — 3Karineai! — Drftna? — gWa* 
rineUi ! 
2o ^atxnzUu 3d^ erftaune barüber nid^t n)eniger aU ©ie 
felbft. 

^er»:ßrinä. ©el^, lauf, S3attifta: fie foll nid^t au^fteigen. 

3d^ bin nid^t l^ier. 3^ 6in für fie nid^t l^ier. ©ie foff äugen« 

blidflid^ tüicber umfel^ren. ©e^, lauf ! — («attifta ge^t o6.) Sffia^ 

25 \oxü bie 5Rärrin ? SBa« unterfte^t fie fid^ ? 2Bie tuei^ fie. 
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ba^ tüir l^icr finb ? ©oute fie tt)o\)l auf Äunbfd^aft fommen ? 
©oUte fie tt)ol[^I f d^on ett^a^ öemommen f)abtn ? — 311^, Tlaxu 
netti ! ©o reben ©ie, fo antworten ©ie bod^ ! — ^\t er beieis 
biget, ber ?D?ann, ber mein greunb fein tüiU ? Unb burd^ einen 
elenben 3Bortn)ed^fel beleibiget? ©oH id^ i^n um 3Serjeil^ung 5 
bitten? 

äRamellt. ä^, mein 5ßrinj, fo balb ©ie tüieber ©ie finb, 
bin id^ mit ganjer ©eele tüieber ber S^rige ! — S)ie 2lnlunft 
ber Drfina ift mir ein SRätfel, tok ^^nen. 3)od^ abn)eifen tuirb 
fie fd^tüerlid^ ftd^ loffen. SBag tüotten ©ie t^un? 10 

®cr ^rittj. ©ie burd^au« nid^t f^3red^en, mid^ entfernen — 

^atxntUu äöol^I! unb nur gefd[>n)inb. ^ä) tüitt fte em« 
^3fangen — 

^er ^ritts, Slber blo^, um fie gelten ju l^ei^en. — SBeiter 
geben ©ie mit il^r ftd^ nic^t ob. SBir l^aben anbere 35inge 15 
^ier ju tl^un — 

maxxntUl 3l\d)t bod^, 5Prinj! 2)iefe anbern 2)inge finb 
getl^an. gaffen ©ie bod^ 3Rut! 9Ba§ nod^ fel^lt, fömmt 
fic^erlid^ öon.felbft. — 9lber l^ör' id^ fie nic^t fd^on? — @ilen 

©ie, 5ßrinj ! — S)a («uf ein Kabinett setgcnb, in weld^cS jic^ ber ?Prin8 20 

Begicbt), hjenu ©ie tüollen, tüerben ©ie un^ l^ören lönnen. — 
^d) fürd^te, id^ fürd^te, fie ift nic^t ju il^rer beften ©tunbe 
auggefal^ren. 



Dritter Jtuftritt. 

S)ic ©rfifin Drfino. aJlarincIIi. 
Drftna (o^nc ben ^Warinetti anfoug« 8« erblirfen). 9Ba§ ift ba§ ? — 

5Riemanb lömmt mir entgegen, au^er ein Unberfc^ämter, ber 25 
mir lieber gar ben Sintritt Derhjeigert l^ätte ? — 3^ ^^^ ^^^ 
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ju S)ofa[o ? 3u bem Sofalo, iDo mir fonft ein ganje« §eer 
gefd^äftiöer Slugenbiener entgeöenftürjte? too mid^ fonft Siebe 
unb gntjücfen erhjarteten? — 35er Drt ift e«: ober, aber! — 
©ic^' ba, 3Jtarinetti ! — Sted^t gut, ba^ ber $rinj ©ie mitge* 
5 nommen. — 9lein, nid^t gut ! SBaö id^ mit i^m augjumad^en 
l^ätte, l^ätte id^ uur mit i^m auöjumad^en. — SBo ift er? 

^atintUu S)er ^ßrinj, meine gnäbige ©räfin? 

Orfma. ffier fonft? 

^atxntUu ©ie t)ermuten i^n olfo ^ier ? tüiffen i^n l^ier ? 
10 — ®r tüenigftenS ift ber ©räfin Drfina ^ier nic^t öer« 
mutenb. 

Drftna» 9Jid^t? ©o l^at er meinen Srief ^eute morgen 
nid^t erl^alten? 

^atintUl ^j^ren Sricf ? S)od^ jo ; id^ erinnere mid^, ba^ 
15 er eine§ 93riefe§ öon Sf^nen erhjäl^nte. 

Drptta. Slun? I^abe id^ i^n nid^t in biefem S3riefe auf 
^eute um eine ßwfammenfunft ^ier auf 3)ofaIo gebeten? — 
6§ ift \üaf)x, eg ^at i^m nid^t beliebet, mir fd^riftlid^ ju ant^ 
tDorten. 2lber \d) erful^r, ba^ er eine ©tunbe barauf tüirllid^ 
2o nad^ 35ofalo abgefal^ren. ^d) glaubte, ba« fei 9lntn)ortg genug, 
unb id^ fomme. 

9)^(innettt. gin fonberbarer Bwf^tt! 

Drftna. ^n^aü ? — ©ie ^ören ja, ba^ e^ öerabrebet tüor* 

ben. ©0 gut aU öerabrebet. "^on meiner ©eite ber 93rief, 

25 öon feiner bie %\)at — 2Bie er ba fte^t, ber §err 3Bard^efe ! 

3Ba« er für 2lugen mad^t! SBunbert fid^ ba^ ©e^irn^en? 

unb tDorüber benn? 

^atintUu ©ie fd^ienen geftem fo t^eit entfernt, bem ^rins 
jen jemals tüieber öor bie Slugcn ju fommen. 
30 Drfma. SSeffrer SWat lömmt über 5Rad^t, — SBo ift er? 
h)o ift er? — 2Ba« gilt% er ift in bem 3'"^»«^^/ ^0 ^ bag 
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(Sequicfe, ba§ ©elreif d^e l^örte ? — 3^ looUte l^crein, unb ber 
©c^urfe Dom S3ebicnten trat öor. 

aRamettt. 5Weine Itebftc, bcfte ©räfin — 

Orftna. ß« loar ein t^eiblid^e« ©elreifc^e. 3Bo3 gilt'^, 
5IKarineffi ? — D fagen ©ie mir bod^, fagcn Sie mir — loenn 5 
id^ anberg 3^re liebftc, befte ©räfin bin — SBcrbammt, über 
ba§ §of gefd^mei^ ! @o öiel SBorte, fo mel Sügen ! — 5iun, 
toa^ liegt baron, ob @ie mir e§ öorauöfagen, ober nid^t ? ^d^ 
toerb' e« ja tool^l feigen, («öta gc^en.) 

Wlatinttii (bcr fie jurütf^äit). äöol^in? 10 

Otftna. SBoid^IängftfeinfoIIte. — S)enlen ©ie, ba^ e^fc^idfs 
lid^ ift, mit gf^neit ^ier in bem SJorgemad^e einen elenben ©d^nidE^ 
f d^nadf ju galten, inbeg ber 5ßrinj in bem © emad^e auf mid^ toartet ? 

äRariitettt. ©ie inen ftd^, gnäbige ©räfin. 2)er 5ßrinj 
ertoartet ©ie nic^t. 3)er 5Prinj fann ©ie ^ier nid^t f^jred^en, 15 
— toill ©ie nid^t f^3red^en. 

Drftna. Unb toäre bod^ l^ier ? unb toäre bod^ auf meinen 
Srief l^ier? 

aRotinetti. 5Ric^t auf 3^ren Srief — 

Dtfiita, ©en er ja crl^alten^ fagen ©ie — 20 

aRarineUi* ©r^alten, aber nid^t gelefen. 

Dtftittt (^eftiß). 3lx(i)t gelefen? — (awinber heftig.) Sticht ge 5 

lef en ? — (ffle^mütig unb eine a:^ränc au5 bem 9luge nji|d^cnb.) 5Rid^t ein« 

mal gelefen? 

aRariiteKi. äu^ gerftreuung, toei^ id^. — SRic^t aug SSer* 25 
ad^tung. 

Orptttt (Poij). 33erad^tung ? — SBer benft baran ? — SBem 
braud^en ©ie bag ju fagen ? — ©ie finb ein unt)erfd^ämter 
Ströfter, ?!KarineHi ! — SBerad^tung ! aSerad^tung ! 9Kic^ t)er* 

ad^tet man aud^ ! mid; ! — (©ennbcr, bis jum a:one ber ©c^roermut.) 30 

greilid^ liebt er mid^ nidf^t me^r. Da^ ift au^gemad^t. Unb 
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an bie ©teile ber Siebe trat in feiner ©eele etft)a§ anberg. 
35a§ ift natürlid^. Slber tuarum bcnn eben aSerad^tung ? ®ö 
brandet ja nur ©leid^QüItigleit ju fein. Stielet tüal^r, SKarinetti ? 

aRarinetti. StUerbingS, atterbingg. 

5 Drftna (mnm)- Slfferbingg? — D be§ tüeifen SKanneg, 

ben man fagen laffen lann, toa^ man tuUI ! — ©leid^gültigleit ! 

©leid^güUigfeit an bie ©teffe ber Siebe ? — 2)ag l^ei^t, nid^tg 

an bie ©teffe öon tttoa^, ^tnn lernen ©ie, nad^^ilaubembeg 

§ofmännd^en, lernen ©ie öon einem SBeibe, ba^ ©leid^gültig« 

lo feit ein leere« Söort, ein bloßer ©d^all ift, bem nid^tg, gar 

nid^tS entfprid^t. ©leid^gültig ift bie ©eele nur gegen ba«^ 

tDoran fie nid^t benit, nur gegen ein 2)ing, ba§ für fie fein 

2)ing ift. Unb nur glcid^gültig für ein Sing, ba§ fein S)ing 

ift, — bag ift fo öiel dl« gar nic^t gleid^gültig. — ^ft bir ba« 

15 ju l^od^, ?D?enf d^ ? 

9Raritteflt (»or m- D fozf) ! ttjie toal^r ift eg, loa« id& 
fürd^tete. 

Drfttia. aSa« murmeln ©ie ba? 

^atxntUl Sauter S5en)unberung ! — Unb toem ift eö nid^t 
20 befannt, gnäbige ©räfin, ba^ ©ie eine ^^iIofoj)^in finb 

Drfina. 3lx^t tual^r? — ga, ja, id^ bin eine. — Slber l^abe 
id^ mir eg i|t merlen laffen, bafe id^ eine bin ? — D J)fui, 
totnn \ä) mir e« ^abe merfen laffen, unb tüenn id^ mir eg öfterer 
j^abe merfen laffen ! 3P ^^ h)o^I nod^ SBunber, bafe mid^ ber 
25 ^rinj öerad^tet ? Söie fann ein 9Kann ein 3)ing lieben, bag 
i^m jum SCro^e aud^ benfen loiH? ©in grauenjimmer, baS 
benfet, ift eben fo elel al« ein 3Bann, ber fid^ f d^minf et. Sad^en 
foU eö, nid^t« afe.lad^en, um immerbar ben geftrengen §erm 
ber ©d^öj)fung bei guter Saune ju erhalten. — SRun, tüarüber 
30 lad^* id^ benn gleid^, SölarineUi? — 2ld^, ja tüol^l ! Über ben 
3ufaff! ba^ id^ bem ^rinjen fd^reibe, er foH nad^ 2)ofalo 
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lommen ; ba^ ber 5ßrinj meinen S3rief nid^t liefet, unb ba^ er 
bod^ nai) ©ofalo fömmt. §a ! I^a ! I^a ! SBaJ^rlid^ ein fonber« 
barer Suf^K ! ©el^r luftig, f el^r närrifd^ ! — Unb Sie lad^en 
nid^t mit, SJlarinetti? — 5KitIad^en fann ja lool^I ber geftrenge 
§err ber ©d^öj)fung, ob loir arme ©efd^öpfe gleid^ ni^t 5 
mitbenfen bürfen, — (ernft^aft unb befe^ienb.) ©0 lad^en ©ie 
bod^! 

aJlaritteUi. ©leid^, gnäbige ©räfin, gleid^! 

Drftnn, ©todf ! Unb barüber ge^t ber Stugenblidf t)orbei. 
5Rein, nein, lad^en ©ie nur nid^t. — 3)enn feigen ©ie, 3BarineIIi, 10 

(na(^benlenb m jur JRÜ^rung) toa^ Xtixä} fo l^erjlid^ JU Ittd^eU mad^t, 

ba« l^at aud^ feine emft^afte — fel^r emftl^afte ©eite. 3Bie 
atteg in ber SBelt ! — Sufatt? ©n Sufaff tüär' e«, bafe ber 
?Prinj nid^t baran gebadet, mic^ l^ier ju fpred^en, unb mid^ bod^ 
^ier fj)red^en mufe ? 6in 3wfaff ? — ®lanhtn ©ie mir, 3Bari= 15 
neCi: ba« SEBort 3ufaa ift ©otte^Iäfterung. S^id^tö unter ber 
©onne ift 3uf aU ; — am tuenigften baö, looöon bie Slbfid^t f Ilar 
in bie Slugen leud^tet. — Slttmäd^tige, attgütige SSorfid^t, öer* 
gieb mir, ba^ id^ mit biefem albernen ©ünber einen ^n^aU ge^ 
nennet l^abe, toa^ fo offenbar bein SBerf, tüol^I gar bein un= 20 
mittelbare^ SBerl ift ! — (^ofüg geßen »iarincni.) kommen ©ie 
mir unb öerleiten ©ie mid^ nod^ einmal ju fo einem 
greöel ! 

SRarinetti (oor m), 2)ag gel^t loeit! — Slber, gnäbige 
©räfin — 25 

Drftna. ©tiH mit bem Slber! 3)ie 9lber loften Über^ 
legung : — unb mein Äoj)f ! mein Äoj)f ! m^ mit ber ^anb bic 
ettme ^oitenb.) — STOad^eu ©ie, ^BarineUi, mad^en ©ie, ba^ ic^ 
i^n balb fpred^e, ben ^rinjen ; fonft bin id^ e§ lool^l gar nid^t 
imftanbe. — ©ie feigen, toxx follen un^ f^3red^en ; loir muffen 30 
un$ fj)red^en — 
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Vierter Ztuftritt. 

5Dcr ^rina. Drftna. SWarinctti. 
^er $ntt$ (inbem er au3 bcm Jtabinette tritt, cor ftc^). ^(j^ TttvA ibttl 

ju §i[fe fommen. — 

Dtftna (bie t^u cxblidt, aber unentfc^lüfftg bleibt, ob fie auf i^n Sudeten foU). 

§o! ba ift er. 

5 ^tt $nitj (ge^t quer fiber ben Baal, bei i^r vorbei, nad^ bcn aubern 
Simmern, o^ne [\(^ im SReben aufsubaltcn). ©iel^ ba ! Ultfete f d^Ötte ©räfitt. 

— SBie fe^r bebaure xä), ?D?abame, ba^ id^ mir bie ß^re 
S^reg Sefud^ö für l^eute fo loemg ju nu|e mad^en lann! 
3d^ bin befd^äftiget. 3^ '^in nid^t allein. — 6in anbermal, 
lo meine liebe ©räfin ! 6in anbermal. — S^t galten Sie länger 
fid^ nid^t auf. ^a nid^t länger ! — Unb ©ie, SJlarineüi, id^ 
ertoarte ©ie. — 



fünfter Jtuftritt. 

Orfina. aÄartncIti. 

SRarineHi. §aben ©ie eg, gnäbige ©räfin, nun öon i^m 
felbft gehört, h)a§ ©ie mir nic^t glauben hJoUen? 
15 Drfititt (wie betäubt). §ab' id^? I^ab' id^ toirflid^? 
manntUl SBirllid^. 

Drftna (mit «ü^runa). „^d^ bin befd^äftiget. 3^ 6in nid^t 
aHein." 3ft baö bie entfd^ulbigung ganj, bie id^ h)ert bin? 
2öen lüeifet man bamit nid^t ab ? ^eben Überläftigen, jeben 
2o Settier. %ixx mid^ leine einjige 2üge mel^r ? Äeine einjige Heine 
Süge me^r für mid^? — Sefc^äftiget ? toomit benn? 9iid^t 
allein ? n)er toäre benn bei i^m ? — Äommcn ©ie^ yiarineüi ; 
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a\x^ Sarml^crjigfeit, lieber SJlarinetti! Sügen 6ie mir eine^ 
auf eigene SRed^nung t)or. SBag loftct ^^mn benn eine 2üge ? 

— SBag \)at er ju tl^un ? 333er ift bei i^m ? — Sagen Sie 
mir ; f agen ©ie mir, hjag 3^^^« jwerft in ben 3Kunb lömmt, 

— unb id^ gel^e. 5 
WanneHt (»or n<i^). 3Jlit biefer 33cbingung lann id^ i^r ja 

lool^I einen 2:eil ber SBal^rl^eit fagen. 

fOtfina* 5lun? ©cfd^tpinb, 3Barineffi, unb id^ ge^e. — @r 
fagte o^nebem, ber ^rinj: „6in anbermal, meine liebe 
(Sräftn !" Sagte er nid^t fo ? — Damit er mir 2Bort l^ält, xo 
bamit er feinen SSortpanb l^at, mir nid^t SBort ju l^alten : ges 
fd^toinb, SRarineUi, '^\)xt Süge, unb id^ ge^e. 

WarineHi. 2)er $rinj, liebe ®räfin, ift loa^rlid^ nid^t allein. 
©^ ftnb ^erfonen bei il^m, öon benen er fid^ feinen 2lugenblidf 
abmüßigen fann ; ^erfonen, bie eben einer großen ©efa^r ent= 15 
gangen finb. 3)er ®raf Slppiani — 

Drftna. ©äre bei il^m ? — Sd^abc, bafe id^ über biefe Süge 
©ie erta^3^3en mu^. ©cfd^n)inb eine anbere. — ^tnn ®raf 
3lpj)iani, tüenn Sie e§ nod^ nid^t toiffen, ift tUn t)on Stäubern 
erfd^offen tüorben. 3)er SBagen mit feinem Seid^name begegnete 20 
mir furj öor ber Stabt. — Dber ift er nid^t ? §ätte e^ mir 
blofe geträumet? 

WlaxintUu Seiber, nid^t blo^ geträumet ! — 2lber bie anbern, 
bie mit bem ©rafen n)aren, ^aben fid^ glüdflid^ l^ier^er nad^ bem 
Sd^loffe gerettet : feine 33raut nämlid^ unb bie 3Jlutter ber 25 
S3raut, mit tpeld^en er nad^ Sabionetta ju feiner feierlid^en 
SJerbinbung fal^ren tüoKte. 

Drltttö. 3llfo bie? 35ie finb bei bem 5Prinjen? bie SSraut? 
unb bie ^Butter ber Sraut? — 3ft bie »raut fd^ön? 

SWariiteHi. S)em ^rinjen gel^t i^r Unfall ungemein na^e. 30 

Drptta. 3d^ loill ^offcn; ani) iDenn fie Ij^ä^Ud^ loäre. 
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5Denn i^r ©d^idffal ift fd^redEKd^. — arme«, gute§ SWäbc^en, 
eben ba er bein ouf immer iüerben fottte, lüirb er bir auf 
immer entriff en ! — SBer ift fie benn, biefe Sraut ? Kenn' 
iä) fie gar ? — 3^ ^^^ f«> I^^^Ö^ ^«^ ^^^^ ©tabt, ba^ id^ öon 
5 nid^t^ lüei^. 

»lantiem. 6« ift ßmilia ©alotti. 

Drfmo. SBer? — ©milia ©alotti? ßmilia ©alotti? — 
3Karinetti ! ba^ id^ biefe Süge nid^t für SBa^rl^eit nel^me ! 

SWaHtteWi- SBiefo? 
lo Drfttia. ßmilia ©alotti? 

^avxntUu 3)ie ©ie fd^toerlid^ lennen lüerben — 

£t[ma, S)od^ ! bod^ ! 'Sä^nn e§ aud^ nur öon ^eute toäre. 
— 3m ßrnft, SWarineHi? ßmilia ©alotti? ~ ßmilia ©alotti 
iDäre bie unglüdflid^e Sraut, bie ber ^rinj tröftet? 
15 aJlantielli (oor ftc^). ©oUte id^ i^r fd^on gu t)iel gefagt 
l^aben ? 

Drfitia. Unb ©raf 9l^3j)iani toar ber Sräutigam biefer 
33raut? ber eben erfd^offene 9lj)piani? 

aRarineöi. 3txä)i anberg. 
2o Drfitia, S3raöo ! o braöo ! braöo ! (3n bie ^änbe fd^ioßcniu) 

aRaritteWi. SEBie ba§? 

Drfina, Äüffen möd^t' id^ ben 2^eufel, ber i^n baju Der^ 
leitet l^at! 

matintUu 2Ben? herleitet? looju? 
25 Crftna. ^a, lüffen, lüffen möd^t' id^ i^n — Unb ioenn 
©ie felbft biefer SCeufel toären, 3Jlarinetti. 

aWaHtielli. ©räfin ! 

Drftna. kommen ©ie l^er! ©el^en ©ie mid^ an! fteif 
an ! Slug' in 2luge ! 
30 SWarineflU 3tm ? 

Drfttia. SBiffen ©ie nid^t, ioaö id^ benfe? 
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mavxntUl SBie !ann id^ ba^? 

Drfttia. ^abtn Sie feinen 3lnteil baran? 

matintUu SBoran ? 

Orftna. ©d^tDören ©ie ! — 5iein, fd^tDören ©ie nic^t. ©ie 
möchten eine ©ünbe mel^t begeben — Dber ja, fd^toören ©ie 5 
nur» ©ine ©ünbe mel^r ober tüeniger für einen, ber bod^ 
öerbammt ift ! — §aben ©ie leinen Slnteil baran ? 

WlatintUi. ©ie erfd^redfen mid^, ©räfin. 

Drflna. ®eh)i^ ? — SRun, ^BarineUi, arglool^net ^^r gute« 
§erj aud^ nid^t«? 10 

SWarineHl SBag? Vorüber? 

Drfina- Söol^I, — fo tüill id^ ^l^nen ettoa« öertrauen, — 
ettüa«, ba§ 3'^"^^^ i^i>c^ §ciar auf bem ilopf e ju 33erge fträuben 
foH. — 2lber l^ier, fo nal^e an ber 2^^üre, möd^te ung jemanb 
l^ören. Äommen ©ie ^ierl^er. — Unb ! (inbem ftc ben ginger auf 15 
ben awunb legt) §ören ©ie ! ®anj in gel^eim ! ganj in gel^eim ! 

(unb t^ren SDilunb feinem Ol^re ntt^ert, ald ob fte i^m juflüftern rooQte, toad fle aber 

fc^r laut ii^m 8uf(^reiet) 3)er 5prinj ift ein 3Körber ! 

^atxntUu ©räfin, — ©räpn — ftnb ©ie ganj öon 
©innen ? 20 

Drfina^ 33on ©innen ? §a ! I^a ! I^a ! («us »onem ^aifc lad^enb.) 
3d^ bin feiten ober nie mit meinem 95erftanbe fo tool^I ju= 
frieben getoef en al§ eben i^t. — Sw^^^^ffiö/ ^Karinetti ; — 
aber e« bleibt unter un^ (wjc) ber ^rinj ift ein 5IKörber ! beg 
©rafen 3l^)^3iani 3Börber ! — 2)en l^aben nid^t SRäuber, ben 25 
l^aben §elfer^l^elfer be« ^rinjen, ben l^at ber ^rinj umge* 
brad^t! 

^atintUu 2Bie lann '^\)nin fo eine 9lbfd^eulid^!eit in ben 
SDlunb, in bie ©ebanfen fommen? 

Drftita. aSie ? — ®ani natürlid^. — 3Bit biefer ©milia 30 
©alotti, bie l^ier bei il^m ift, — bercn Sräutigam fo über 



72 (Emtita (5aIottt. 

SQaU über Äo^3f ftd^ au§ ber SBelt trotten muffen, —-mit 
biefer ©milia ©alotti l^at ber ^rinj ^eute morgen in ber §atte 
bei ben 2)ominifanern ein Sangen unb 93reite3 gefprod^en. 
35a$ toei^ id^; ba« l^aben meine Äunbfd^after gefe^en. ©ie 

5 ^aben aud^ gel^ört, \6a^ er mit il^r gef^3rod^en. — 9?un, guter 
§err? S3in id^ öon ©innen? 3^ reime, bäd^t' id^, bod^ nod^ 
fo jiemlid^ gufammen, toa^ jufommen gel^ört. — Ober trifft 
aud^ bag nur fo Don ungefähr ju? SP ^^mn aud^ bag 
3ufaff? D, SRarineüi, fo öerftel^en ©ie auf bie S3o§l^eit ber 

lo Slenfd^en fid^ tbtn fo fd^Ied^t aU auf bie SBorftd^t. 

aJlarineHl ©räfin, ©ie toürben ftd^ um ben §al« reben — 

Crftna« Söenn id^ ba^ mel^rem fagte? — 2)efto beffer, 

befto beffer ! — ^Borgen toiff id^ eg auf bem 9Rar!te aufrufen. 

— Unb toer mir ft)iberf^3rid^t — toer mir ft)iberfj)rid^t, ber 

15 loar be§ 9Jlörber§ ©j)ie^gefette. — Seben ©ie tool^I. Qnum fie 

fortgel^en toiQ, begegnet fle an ber Z^üvt bem alten (Salotti, ber eiligft l^ereintritt.) 



Sedjfter 2tuftrttt. 

Dboarbo ©alotti. 2)ic ©rfifin. 3JJarineIIt. 

Dboarbo ©alotti. Serjeil^en ©ie, gnäbige grau — 
Drfina. 3^ ^^^^ V^^^ «i^t^ jw öerjeil^en. 2)enn id^ l^abe 
l^ier nid^tg übel gu nel^men — an biefen §erm toenben ©ie 

2o fid^. Qf)n na^ bem SKarineat »cifenb.) 

aJlarineKi (inbem er t^n erblttfet, x)or m). SRun Öotteub^ ! ber 

alte! — 

Dboarbo. 95ergeben Sie, mein §err, einem SBater, ber 
in ber äu^erften Seftürjung ift, — ba^ er fo unangemelbet 
25 l^ereintritt. 
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Drfina. SSater ? («ei^rt »ieber um.) S)er Smilia, ol^ne S^^if^I» 

— §a, toittfommcn! 

Oboarbn. Sin SSebienter tarn mir etttgegettgef^)rcttgt mit 
ber 3ta(S)n(S)t, ba^ l^ierl^crum bie ^Reinigen in ©efal^r tpären. 
Sd^ fliege l^erju unb l^5re, ba^ ber ®raf 3l^)^)iatti bertounbet 5 
toorben; ba^ er nad^ ber ©tabt jurücf gelel^ret ; ba^ meine 
grau unb 2:od^ter fid^ in ba^ ©d^Io^ gerettet. — 3Bo finb 
fte, mein §etr, h)o fmb fte? 

^atintUi. ©ein ©ie rul^ig, §err Dberfter. S^rer ©e« 
mal^Iin unb gl^rer 2^od^ter ift nid^tS Übel^ toiberfal^ren, ben 10 
©d^redf aufgenommen, ©ie befinben ftd^ beibe tool^I. 2)er 
$rinj ift bei il^nen. gd^ gel^e fogleid^, ©ie ju melben. 

Obotttbo. SBarum melben? erft melben? 

äßariitetti. 2lu§ Urfad^en — bon toegen — bon tpegen be§ 
^prinjen. ©ie tpiffen, §err Dberfter, h)ie ©ie mit bem ^rin^ 15 
gen ftel^en, 9iid^t auf bem freunbfd^aftlid^ften gu^e. ©0 
gnäbig er ftd^ gegen S^re ©emal^Iin unb 2^od^ter bezeiget: 

— @g fmb ®amen — h)irb barum anä) ^^x unvermuteter 3lns 
blicf i^m gelegen fein? 

Dböarbo» ©ie l^aben red^t, mein iperr, ©ie l^aben red^t. 20 
aWarinefli. 3lber, gnäbige ©räfin, — !ann id^ Voriger bie 
ßl^re l^aben, ©ie nad^ gl^rem SBagen ju begleiten? 
Drfttta* 9lid^t bod^, nid^t bod^. 

ä^larinefli (Pe Bei ber $anb nic^t unfanft ergretfenb). ßrlaubeu ©ie, 

ba^ id^ meine ©d^ulbigfeit beobad^te. — 25 

Drflna. 9lur gemad^! — 3«^ erlaffe (^ie beren, mein 
§err! ®a^ bod^ immer 3^re§gleid^en §öflid^feit jur 
©d^ulbigleit mad^en, um, h)a« eigentlid^ i^re ©d^ulbigfeit 
toäre, afe bie $Rebenfad^e betreiben gu bürfen! — ®iefen 
toürbigen 9Jlann je el^er je lieber ju melben, ba§ ift gl^re 30 
©d^ulbigfeit. 
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matintüu aSergcffctt Sie, h)ag S^nen ber $rinj felbft 
befol^Ien? 

Drflna« @r fomtne unb befehle e§ mir nod^ einmal, gd^ 
ertoarte il^n. 

5 SRarineHi (leifc ju bem Dberftcn, ben er beifeitc sieget). 9Jlein §err, 

\6) mu^ ©ie l^ier mit einer ®ame lajfen, bie — ber — mit 
beren SSerftanbe — ©ie berftel^en mid^. 3^ f^Ö^ Sinnen biefeö, 
bamit ©ie toiffen, h)a§ ©ie auf i^re Sieben ju geben l^aben, 
— beren fte oft fel^r feltfame führet. 2lm beften, ©ie laffen 
lo ftd^ mit i^r nid^t in« SBort. 

Dboarbo. Siedet \oof)L — Silen ©ie nur, mein §err. 



Siebenter 2tuftritt* 

S)ic ©räfin Drfina. Dboarbo (Salotti. 

Drftttll (nac^ einigem (StiQfc^iueigen, unter welchem fie ben Dberfiett mit 
aWitleib betroc^tet, fo wie er fic, mit einer Pc^tigen Keugierbe). SBaÖ er 

Sinnen aud^ ba gefagt f)at, unglüdflid^er SKann ! — 
15 Dboarbo (^aib »or M. ^oib gegen fte). UnglüdEKd^er ? 

Drfmo. ©ine SDBal^rl^eit toar e§ getoi^ nid^t ; — am toenigften 
eine bon benen, bie auf ©ie toarten. 

Dboarbo. Stuf mid^ toarten ? — SBei^ id^ nid^t fd^on ge« 
nug ? — 3Jlabame ! — 2lber reben ©ie nur, reben ©ie nur, 
2o Drftna. ©ie h)if[en nid^t«. 
Dboarbo. Slid^tS ? 

Drfma. Outer, lieber SSater ! — SDBa« gäbe id^ barum, 
hjann ©ie aud^ mein 3Sater toären! — SBerjeil^en ©ie! bie 
Unglüdflid^en fetten ftd^ fo gern aneinanber. — gd^ tooHte 
25 treulid^ ©d^merj unb 2But mit ^\^mn teilen. 
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Dboarbo. ©d^merj unb SBut ? gjlabame ! — 2lber \d) 
öergeffe — Sieben ©ie nur. 

Drfma^ SBenn eg gar 3^re einzige %oä)itx — 3^^ einjigeg 
Ätnb h)äre ! — 3^^^ ^^"jiö *>i>^^ i^i^^^ 2)<*^ unglücflid^e Kinb 
ift immer ba§ einjige. 5 

Dboarbo« ®a« unglücflid^e ? — 3Rabame ! — SBa« toiff id; 
öon t^r? — 2)0(1^, bei Oott, fo f^rid^t feine SBa^ntoi^ige ! 

Drftno. aSal^ntoi^ige? S)a§ tpar e« alfo, toa« er ^^ntn 
öon mir vertraute ? — $Run, nun, e« mag leidet feine bon 
feinen gröbften Sügen fein. — gd^ fii^Ie fo h)a§ ! — Unb lo 
glauben ©ie, glauben ©ie mir : toer über getpiffe Dinge ben 
aSerftanb nid^t Verlieret, ber f)ai feinen ju verlieren. — 

Dböarbo. 2Bag fott id^ benfen? 

Drfitio. S)a^ ©ie mid^ alfo ja nid^t üerad^ten ! — ^mn 
anä) ©ie l^aben SSerftanb, guter Sllter, aud^ ©ie. — gd^ fe^' 15 
eö an biefer entfd^Ioffenen, el^rtoürbigen SJliene. 2lud^ ©ie 
l^aben SSerftanb; unb e« foftet mid^ ein SBort, — fo l^aben 
©ie feinen. 

Dboarbo. 3Rabame! — 3Jlabame! — 3^ ^^^e fd^on 
feinen mel^r, nod^ e^e ©ie mir biefe« Sffiort fagen, toenn ©ie 20 
mir e^ nid^t balb fagen. — ©agen ©ie e§ ! fagen ©ie e^ ! — 
Dber e« ift nid^t toa^r, — e^ ift nid^t toal^r, ba^ ©ie üon jener 
guten/ unferS SKitleib^, unferer §od^ad^tung fo toürbigen @ats 
tung ber SBal^ntoi^igen finb — ©ie finb eine gemeine 3^]^örin. 
©ie l^aben nid^t, toaS ©ie nie l^atten. 25 

Drfma. ©0 merfen ©ie auf ! — 2öa§ toiffen ©ie, ber ©ie 
fd^on genug toiffen tootten ? ®a^ 3l^)J)iani t)erh)unbet h)orben? 
gflur bertounbet? — 3H)^)iani ift tot ! 

Dböarbo. SCot ? tot ? — iQa, grau, ba« ift toiber bie Slbrebe. 
©ie wottten mid^ um ben SSerftanb bringen, unb ©ie bred^en 30 
mir ba« iperj. 
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Orfma. 2)ag bcil^er! — 9iur Leiter. — S)er Sräutigam 

ift tot : uttb bie Staut — S^^^ 2:oc^ter — fd^Iimmer afö tot. 

Dboarbo. ©d^Ummer ? f d^Iimmer aU tot ? — 2lber bod^ 

juglcid^ aud^ tot? — Denn X(S) fenne nur ein ©d^Iimmere^ — 

5 Dtfttto, Slid^t jugleid^ aud^ tot. 9iein, guter SSater, nein ! 

— ©ie lebt, fie lebt, ©ie toirb nun erft red^t anfangen ju leben. 

— @in 2eben bott SBonne ! baS f d^önfte, luftigfte ©d^Iaraffens 
leben, — fo lang' eö bauert. 

Oboarbo. 2)a« SBort, 3Rabame, ba« etnjtge SBort, ba« mtd^ 

lo um ben SSerftanb bringen fott ! §erau§ bamit ! — <Bä)ixittn 

©ie nid^t ^^xtn 2^roj)fen (Sift in einen Sinter. — ®a§ einzige 

2öort! gefd^toinb. 

Drftna. $Run ba ; bud^ftabieren ©ie eS jufammen ! — S)e§ 

* 3Rorgen§ fj)rad^ ber $rinj ^i)xz 2:od^ter in ber SKejfe, be« 

15 3tad^mittag§ l^at er fte auf feinem Suft — Suftfd^Iojfe. 

Dboorbo. Bpxaä) fie in ber 5!Beffe? Der ?ßring meine 
Soc^ter? 

Orfuia. 3Wit einer SSertraulid^f eit ! mit einer gnbrunft ! — 
©ie l^atten nid^tö Kleine« abjureben. Unb red^t gut, mnn e« 
20 abgerebet Sorben ; red^t gut, totnn 3^re 2:od^ter freitüiüig fid^ 
l^ierl^er gerettet ! ©e^en ©ie : fo ift e§ bod^ feine getoaltfame 
(gntfü^rung, fonbern blo^ ein Heiner — Heiner 3Jleud^elmorb. 
Dboorbo. SSerleumbung ! berbammte SSerleumbung ! gd^ 
fenne meine 2:od^ter. 3ft ^^ 9Jleud^eImorb, fo ift e§ aud^ 

25 (SntfÜl^rung. — («Udt wtlb um f\^ unb ftampft unb fc^oumet.) 3lun, ßlau^ 

bia ? 9lun, 3Wütterd^en ? — ipaben toir nid^t g^reube erlebt ! D 
be§ gnäbigen ^rinjen! D ber ganj befonbern ßl^re! 

Orfma. Sffiirft e§, Sllter? toirft e§? 

Dboorbo. ®a fte^' id^ nun bor ber §öl^Ie be« Släuberö — 

30 (Snbem er ben SWod »on bciben ©eitcn ouSeinanber W&Qt unb fic^ ol^nc ©etoe^r 

fie^t.) aBunber, ba^ id^ au§ ©tfertigfeit nid^t aud^ bie §änbe 
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JUrÜdgelaf Jen ! — («n aUe ©(^ubfädc ta^lenb, als ctiDQg fuc^enb.) 3lxd)i^ l 

gar nid^tö! nirgenbö! 
Drfmo« §a, id^ bcrftel^e! — ®amit lann id^ au^l^elfen! 

— 3d^ l^ab* einen mitgebrad^t. (einen 2)oi(^ ^eroorjie^enb.) 3)a 
nehmen ©ie ! nel^men ©ie gefd^toinb, el^ nn^ jemanb fielet ! — 5 
Sluc^ l^ätte id^ nod^ ethjaö, — Oift. Slber ©ift ift nur für un§ 
SBetber, nid^t für 9Jlänner. — Slel^men ©ie i^n ! (3^m ben 3)oi(^ 
aufbrinflenb.) 9lel^men ©ie ! 

Dboarbo» ^d^ banle, id^ banfe. — Siebet Äinb, toer lieber 
fagt, ba^ bu eine Slärrin bift, ber f)at eg mit mir ju t^un. 10 

Orfina. ©tedfen ©ie beifeite ! gefd^toinb beifeite ! — 3Wir 
h)irb bie ©elegenl^eit berfagt, ©ebraud^ babon ju mad^en. 
Sinnen toirb fie nid^t feilten, biefe ©elegenl^eit : unb ©ie toer« 
ben fie ergreifen, bie erfte, bie befte, — toenn ©ie ein SKann 
fmb. — 3^/ ^ 6in nur ein 2Beib ; aber fo fam id^ l^er ! f eft 15 
entfd^loffen ! — 2ßir, 9llter, h)ir fönnen un« alle§ vertrauen. 
Denn h)ir finb beibe beleibiget ; bon bem nämlid^en SSerfül^rer 
beleibiget. — 311^, )fotnn ©ie tpü^ten, — toenn ©ie tpü^ten, h)ie 
überfd^toänglid^, tüie unauöfj)red^lid^, h)ie unbegreiflid^ id^ bon 
i^m beleibiget tüorben unb nod^ toerbe : — ©ie fönnten, ©ie 20 
toürben ^l^re eigene Seleibigung barüber bergeffen. — ^^nntn 
©ie mid& ? S^ Kn Drfina, bie betrogene, berlaffene Drfina. — 
3h)ar ötetteid^t nur um "^^xt 3^od^ter öerlaffen. — S)od^ h)a§ 
lann ^f)xt 2:od^ter bafür ? — Salb mirb aud^ fte berlafjen fein. 

— Unb bann lieber eine ! — Unb hJteber eine ! — §a ! 25 
(roic in ber (gntjüdung) \t)di) eine l^immlifd^e ^^antafie ! 2Bann 
tüir einmal alle, — toir, baö ganje §eer ber 3Serlaffenen — toir 
atte, in Sacd^antinnen, in gurien öertoanbelt, toenn mir alle 
i^n unter un§ l^ätten, il^n unter un§ jerriffen, jerfleifd^ten, fein 
6ingeh)eibe burd^toü^lten, — um ba§ i^erj ju finben, ba« ber 30 
Verräter einer jeben t)erf})rad^ unb feiner gab ! ^a ! ba^ foHte 
ein 2^anj loerben! ba§ foHte! 
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2ld?ter 2tuftritt. 

(Staubia ©atottl. S)ie Sortflcn. 
(S^Iattbta (bi( im ^ereintreten ^^ umfte^et unb, fobalb fie i^ren (Bema^l 

crbiidt, auf ii^n sufKeflet). ßrratett ! — 21^, uitfct S3ef d^ü^er, unfcr 
SRetter ! S3ift bu ba, Dboarbo ? »ift bu ba ? — 3lu« i^rem 
©if^)em, au§ il^rcn 3Wienen fd^lo^ id^ e«. — SBa« fott id^ btr 
5 fagen, \otnn bu nod^ ntd^t« toei^t ? — 2öag fott td^ btr fagen, 
hjenn bu f d^on affeö toci^t ? — Slber mir ftnb unf d&ulbig. 3d^ 
bin unfd^ulbig. Deine S^od^ter ift unfd^ulbig. Unfd^ulbig, in 
affem unf d^ulbig ! 

DboarbH (ber ^ bei Grbtidung feiner (Semal^Iin ju faffen gefuc^t). @Ut^ 

lo gut. ©et nur ru^ig, nur rul^tg — unb antworte mir. (®eaen 
bie Drftno.) Sfltd^t, 3Rabame, aH ob id^ nod^ jtoeifelte — 3ft ber 
®raf tot? 

€:(anbia. 2:ot. 

Dboorbo. 3ft e§ toal^r, ba^ ber ^ßrinj l^eute morgen ßmtlien 
15 in ber SKeffe gefj)rod&en ? 

eianbio. Sffia^r. Slber toenn bu toü^teft, toeld^en ©d^rei 
eö i^r öerurfad^t, in toeld^er Seftürjung. fte nad^ §aufe 
fam — 

Drfttia. 9iun, l^ab' td^ gelogen? 

2o Dboorbo (mit einem bittern Satten), ^d^ toofft* ttud^ Uld^t, ©te 

l^ätten! Um tote bieleö nid^t! 

Drftna. S3in td^ loal^ntot^tg ? 

Dboarbo (»iib ^in unb ^er ge^enb). D — uod^ bin id^ e§ aud^ 
nid^t. 
25 (Slaubia. S)u geboteft mir rul^ig ju fein, unb iti^ bin ru^ig. 
— Sefter Mann, barf aud^ td^ — id^ bid^ bitten — 

Dboorbo. SBa« toittft bu? Sin id^ nid^t ru^ig? Äann 
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man rul^iger fein, aU x6) bin ? — (©tc^ awiuflcnb.) 2Bei^ c§ (gmilia, 
ba^ 2li)J)iani tot ift? 

aiaubia. Söiffen lann fte eg nid^t. 2lber id^ fürd^te, ba^ fie 
c§ argtDol^net, tpeil er nid^t erfd^einet. — 

Dboatbo, Unb fie jammert unb hjinfelt — 5 

Glaubia* TOd^t me^r. — 2)ag ift borbei : nad^ il^rer Slrt, 
bie bu fenneft. ©ie ift bie gurd^tfamfte unb (Sntfd^loffenfte 
unfer« ©efd^led^t^. '^l)xtx erften ßinbrüdfe nie mäd^tig, aber 
nad^ ber geringften Überlegung in atte^ fid^ finbenb, auf 
affe§ gefaxt. Sie l^ält ben ^ßrinjen in einer ßntfernung, fie 10 
f^)rid^t mit il^m in einem ^one — ^ad)t nur, Dboarbo, ba^ 
h)ir tpegfommen. 

Oboarbo. gd^ bin ju ^ferbe. — SBa§. ju tl^un? — ^oä), 
SKabame, ©ie fal^ren ja nad^ ber ©tabt jurüdE? 

Drftna» 3lxd)t anberS. 15 

Dboarbo» §ätten ©ie too^I bie Oetoogenl^eit, meine grau 
mit fid^ ju nel^men ? 

Drfttto. SDJarum nid^t? ©el^r gem. 

Dboarbo* ßlaubia, — C^v bie ©räfln betannt maäftnh) bie ©räfiu 

Drfma, eine S)ame bon großem aSerftanbe, meine g^^wnbin, 20 
meine SBol^Itl^äterin. — ©u mu^t mit i^r herein, um un§ fo« 
gleid^ ben SBagen l^erau« ju fd^idfen. Smilia barf nid^t lieber 
nad^ Ouaftalla. ©ie fott mit mir. 

aiattbia. Slber — tpenn nur — gd^ trenne mid^ ungern 
bon bem Kinbe. 25 

Dboarbo. SIeibt ber SSater nid^t in ber 9läl^e? SKan toirb 
il^n enblid^ bod^ borlaffen. Äeine ©nmenbung ! — Kommen 
©ie, gnäbige grau, (ßeifc gu i^r.) ©ie hjerben bon mir l^ören. 
— Komm, eiaubia. (er fü^rt pc ab.) 



S)ic @ccne bleibt. 



(Erfter 2tuftritt. 

aRarinelli. 5E)er ^ßring. 

WlatintUu §ier, gnäbiger ioerr, auö biefem genfter fönnen 
©ie i^tt feigen, @r gel^t bie Strfabe auf unb nieber. — ®ben 
biegt er ein ; er f ömmt. — 9ieitt, er feiert lieber um — ®anj 
einig ift er mit ftd^ nod^ nid^t. 3lber um ein ©rofeeö rul^iger 

5 ift er — ober fd^einet er. gür ung gleid^biel! — 9iatürlid^ ! 
SBa« i^m and) beibe SBeiber in ben Äoj)f gefegt l^aben, toirb er 
e§ toagen ju äußern ? — SBie Sattifta gel^ört, foH il^m feine 
Stau ben SBagen fogleid^ J^erau^fenben. Denn er tarn gu 
^ferbe. — &zUn ©ie ad^t, toenn er nun bor ^i)nm erfd^einet, 

10 toirb er ganj untert^änigft (Surer S)urd^Iaud^t für ben gnäbigen 
Sd^u^ banlen, ben feine gamilie bei biefem fo traurigen 3«- 
fatte l^ier gefunben ; toirb ftd^ mit famt feiner 2:od^ter ju fer* 
nerer ©nabe emj)f e^len ; loirb fie ru^ig nad^ ber ©tabt bringen 
unb e§ in tieffter Unterwerfung erwarten, loeld^en toeitem Sin* 

15 teil @uer ©urd^Iaud^t an feinem unglüdEIid^en, lieben 5iKäbd^en 
ju nel^men gerul^en tootten. 

^er Britta, SBenn er nun aber fo jal^m nid^t ift? Unb 
fd^toerlid^, fd^toerlid^ toirb er e^ fein, gc^ lenne i^n gu gut. — 
SBenn er l^öd^ftenö feinen airgtool^n erftidft, feine SOSut berbeifit : 



5. 2luf3ug. \, unb 2. 2luftrttt. 81 

aber Smtlien, anftatt fte natf) ber ©tabt ju führen, mit fid^ 
nimmt? bei ftd^ behält? ober tool^I gar in ein Älofter au^er 
meinem ©ebiete berfd^Iie^t ? 2Öie bann? 

maxintUl ®ie fürd^tenbe Siebe ftel^t toeit. Sffia^rlid^ ! — 
Slber er tüirb ja nid^t — 5 

2)er Britta» SBenn er nun aber ! SBie bann ? 2öaS h)irb e^ 
un^ bann l^elfen, ba^ ber unglüdlid^e ®raf fein Seben barüber 
verloren ? 

WlaxintUu 3Boju biefer traurige ©eitenblii? SSortoärt^! 
benft ber ©ieger, e§ falle neben il^m g^einb ober greunb. — lo 
Unb h)enn aud^ ! 2öenn er e§ auc^ toottte, ber alte 9ietb]^art, 
toag ©ie bon il^m fürd^ten, $rinj : — (überugenb) 2)aö ge^t ! 
3d^ l^ab' e§ ! — SBeiter aU jum SBoffen fott er eS geh)i^ nid^t 
bringen, ©etüi^ nid^t ! — 2lber ba^ toir i^n nid^t au« bem 
Oefid^te verlieren ! — (2:ntt roieber ans genfter.) S3alb l^ätt* er un« 15 
überrafd^t! 6r fömmt. — Saffen ©ie nn^ xi)m nod^ au^s 
toeid^en, unb l^ören ©ie erft, $rinj, maS mir auf ben ju be« 
fürd^tenben %aü tl^un muffen. 

^er Britta (broi^enb). gflur, SKarinetti ! — 

maxintUi. 2)ag Unfd^ulbigfte bon ber 9BeIt! 20 



gtoeiter 2tuftrttt. 

Obuarbo d^alotti. 9iod^ niemanb l^ier ? — ®ut, id^ fott nod^ 
fälter toerben. 6« ift mein ®Iürf. — 3tid^tg beräd^tlid^er aU 
ein braufenber 3üngIinggfoj)f mit grauen §aaren! ^d) f)ab' 
e« mir fo oft gefagt. Unb bod^ lie^ id^ mid^ fortreiten, unb 
\>on toem ? 3Son einer ©iferfüc^tigen, üon einer für (gif erfud^t 25 
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9Bal^nh)i$igett. — SBa^ l^at bte gcfränftc ^^ugenb mit bcr 
Slad^e bc§ SafterS ju fd^ajfen? 3^«^ <»tt^i" ^^b* x6) ju retten. 
— Unb beine ©ad^e, • — mein ©ol^n ! mein ©ol^n ! — 
SBeinen fonnt' id^ nie; — unb hjitt e^ nun nid^t erft lernen 

5 — Deine Bai)^ tpirb ein ganj anberer ju feiner mad^en! 
©enug für mid^, toenn bein SKörber bie ?frud^t feines SSers 
bred^eng nid^t geniest. — S)ieS martere il^n mel^r aU baS SSers 
bred^en ! 2Benn nun balb il^n Sättigung unb @!el bon 2üften 
ju Süften treiben, fo bergätte bie ßrinnerung, btefe eine Suft 

lonid^t gebildet ju l^aben, il^m ben ®enu^ atter! ^n jebem 
2:raume fül^re ber blutige Bräutigam i^m bie Sraut öor ba« 
Sette; unb toann er bennod^ ben toottüftigen 2lrm nad^ i^r 
auSftredft, fo l^öre er J)Iö$Iid^ ba§ §o^ngeIäd^ter ber §ötte 
unb ertDad^e! 



Dritter 2tuftrttt. 

SKarineUt. Dboarbo ©atotti. 

15 aRoritteKt SDBo blieben Sie, mein iperr ? tüo blieben Sie ? 

Dboarbo. 2Bar meine S^od^ter l^ier? 

aRarineöt. giid^t fte, aber ber ^rinj. 

€boorbo» 6r berjei^e. — '^ä) l^abe bie (Sräfin begleitet. 

aRartneflt. $Run? 
20 Dboarbo. S)ie gute ®ame! 

matintUl Unb S^re ©ema^lin? 

Dboarbo. gft mit ber (Sräfin, — um unS ben SBagen 
fogleid^ l^erauSjufenben. Der ?Prinj bergönne nur, ba^ id^ mid^ 
fo lange mit meiner 2^od^ter nod^ l^ier berh)eile. 
25 äRartneOt. SBoju bief e Umftänbe ? SBürbe fid^ ber ^ßrinj 
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nxä)i ein aSergnügen barau§ gemad^t l^aben, fte beibe, 9Jlutter 
unb %oä)Ux, felbft naä) bet ©tabt ju bringen? 

Dboorbo. 3)ie S^od^ter tpenigften« toürbe biefc ßl^re l^aben 
»erbieten muffen. 

^aximül SBiefo? 5 

Oboorbo. Sie foH nid^t mel^r nad^ ©uaftaffa. 

matxntm. 5Rid^t? unb toarum nid^t? 

Dboarb0. 3)er ®raf ift tot. 

ffftanntUu Um fo biel me^r — 

Dboorbo» ©ott fie mit mir. lo 

maxiutUu mit 3^nen? 

Dboarbö. 3Wit mir. ^ä) fage '^'i)mn ja, ber ®raf ift tot — 
toenn ©ie e« nod^ nid^t toiffen — SB3a§ f^at fte nun toeiter in 
©uaftatta ju tl^un ? — ©ie foK mit mir. 

^avintUu 2lIIerbingg h)irb ber fünftige 2lufent^alt ber 15 
2:od^ter einzig bon bem SBitten beö aSater^ abl^angen. 9iur 
bor§ erfte — 

Dboarbo. SBa« bor« erfte? 

^axintUu SBerben ©ie tüol^l erlauben muffen, §err Ober« 
fter, ba^ fte nad^ ©uaftaffa gebrad^t toirb. 20 

Dboarbo. SKeine 2:od^ter? nad^ ©uaftalla gebrad^t toirb? 
unb toarum? 

aßartnetti. SBarum ? 6rh)ägen ©ie bod^ nur — 

Dboarbo (Wq)- ©rtoägen ! ertoägen ! ^d^ ertoäge, ba^ l^ier 
nid^tg gu ertoägen ift. — ©ie foff, fie mu^ mit mir. 25 

WldxlntUU D, mein §err, — h)a§ braud^en toir ung 
l^ierüber ju ereifern? @§ fann fein, ba^ id^ mid^ irre, ba^ 
e§ nid^t nötig ift, h)a§ id^ für nötig l^alte. — Der ^rinj 
toirb e§ am beften ju beurteilen toiffen. Der $rinj ents 
fd^eibe. — 3^ 8^^' wnb l^ole i^n. 30 
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Pterter 2tuftritt 

Dboorbo d^alottü 2Bie? — TOmmcrme^r ! — SKir tor« 
f d^rciben, h)0 fte l^in f ott ? — 5D?ir fie borentl^alten ? — 2Ber 
tüiff ba§ ? SBer barf baö ? — SDer ^ier aüe« barf, h)a§ er 
h)itt ? ®ut, gut ; fo f ott er feigen, h)ie öiel aud^ td^ barf, ob 

5 \6) e§ fc^on ntd^t bürfte ! Äurjftc^tiger SBüteric^ ! 3Rit bir toitt 
id^ e^ h)ol^I aufnel^men. 2Ber lein ®efe^ ad^tet, tft eben fo 
mäd^tig, aU toer fein ®ef e^ l^at. ©a^ toei^t bu nid^t ? Äomm 
an ! fomm an ! — Slber fie^ ba ! ©d^on lieber ; f^on Wieber 
rennet ber 3öm mit bem SSerftanbe babon. — SBa« toill id^ ? 

lo ®rft mü^t* e§ bod^ gefd^el^en fein, Vorüber id^ tobe. 2Öa§ 
^)Iaubert nid^t eine §offd^ran}e ! Unb l^ätte id^ il^n bod^ nur 
j)Iaubern laffen ! ipätte ic^ feinen Sortoanb, toarum fie lieber 
nad^ ©uaftaHa fott, bod^ nur angel^ört ! — ®o fönnte id^ mid^ 
je^t auf eine Slntmort gefaxt mad^en. — 3^^^ M toeld^en 

15 fann mir eine f eitlen ? — ©ottte fte mir aber f eitlen ; fottte fie 
— 3Ran fömmt. 3lul^ig, alter Änabe^ rul^ig ! 



fünfter 2tuftrttt. 

S)cr ^Prinj. SWarincUi. Döoarbo ©otottl. 

^er ¥rtita. 311^, mein lieber, red^tfd^affner ©alotti, . — 
fo ettoag mu^ aui) gefd^el^en, toenn id^ ©ie bei mir fe^en 
fott. Um ein ©eringereg tl^un ©ie e§ nxdjt S)od^ leine 
2o 3Sorh)ürf e ! 

Dboarbo. (Snäbiger §err, id^ l^alte e5 in atten gätten für 
unanftänbig, ftd^ ju feinem dürften ju bräugen. 2Ben er fennt. 
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ben h)irb er forbem laffen, mnn er feiner bebarf. ©elbft t^t 
bitte \6) um Sßerjei^uncj — 

^er ^tm. 2Bie maud^em anbern toottte id^ biefe ftolje 
Serjeil^ung toünfd^en !• — ^od) pxx <Sad)t, ©ie toerben begierig 
fein, ^l)xt 2:od^ter ju fe^en» ©ie ift in neuer Unruhe njegen 5 
ber ^)Iö^Iid^en (Entfernung einer fo järtlid^en 9Jlutter. — SBoju 
aud^ biefe ©ntfemung? 3^ tüartete nur, ba^ bie Iieben§= 
tüürbige ßmilie ftd^ toöHig erholet l^ätte, um beibe im 3^riumJ)^e 
nad) ber ©tabt ju bringen, ©ie l^aben mir biefen 2:rium^)l^ 
um bie §älfte berfümmert ; aber ganj toerbe id^ mir i^n nid^t 10 
nel^men laffen. 

Dboarbo. 3« ^i^I ©nabe ! — ßrlauben ©ie, $rinj, ba^ 
id^ meinem unglüdEIid^en Äinbe alle bie mannigfaltigen Ärän^ 
lungen tx\paxt, bie greunb unb %ün\>, SKitleib unb ©d^aben* 
freube in ©uaftalla für fte bereit l^alten. 15 

^er ^rtita» Um bie fü^en Äränfungen beg greunbe« unb 
be§ 3JlitIeibg toürbe e^ ©raufamfeit fein fie ju bringen. 3)a^ 
aber bie Kränfungen be^ geinbe^ unb ber ©d^abenfreube fte nid^t 
erreichen follen, bafür, lieber ©alotti, laffen ©ie mid^ forgen. 

Dboarbn» ^tinj, bie bäterlid^e Siebe teilet i^re ©orge 20 
nid^t gem. — 3^ benfe, id^ tpei^ e§, toa« meiner 2:od^ter in 
i^ren i^igen Umftänben einjig jiemet — ßntfemung au« ber 
SBelt, — ein Älofter, — fobalb aH möglid^. 

^er ¥ritta^ ©n Älofter? 

Dboarbo. S3i« bal^in toeine fie unter ben Slugen il^reS 25 
SBater«. 

2)er ^ritij. ©0 biel ©d^önl^eit foll in einem Älofter ber« 
blül^en ? — S)arf eine einjige f el^lgef d^lagene §offnung un« 
gegen bie SBelt fo unberfö^nlid^ ma^en ? — S)0(^ aUerbingö : 
bem SSater ^at niemanb einjureben. bringen ©ie il^re 2^od^ter, 30 
©alotti, too^in ©ie tootten. 
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Dboarbo (öeßcu awanneuo. 9lutt, tneiu §err ? 

fEllaxintnu ^tnn ©ic ntid^ fogar auffobem ! — 

Dboarbo» D mit nid^ten, mit nid^ten. 

^er ^nna, ©aö l^aben ©ie beibe ? 
5 Dboarbo» 9lid^t§, gnäbiger §err, nid^tg. — 2öir erhjägen 
Blo^, ipeld^er bon uns fid^ in ^^ntn geirret ^at. 

^er «Britta, SBiefo ? — Sieben ©ie, SKarineffi. 

SKarittcHt, 6§ gel^t mir tta^e, ber ©nabe meines dürften 
in ben SBeg ju treten» 2)od^ tpenn bie greunbfd^aft gebietet, 
lo bor allem in i^m ben 3lid^ter auf jufobem — 

^er Britta, SBelc^e greunbf 4>aft ? — 

aRarttteUü ©ie toiffen/ gnäbiger §err, tuie fe^r id^ ben 
©rafen 2l})^)iani liebte, h)ie fe^r unfer beiber ©eelen ineinanber 
öerlDebt fd^ienen — 
15 Dboarbo. 3)a§ toijfen ©ie, $rinj? ©0 hjiffen ©ie eö 
mal^rlid^ allein» 

SRarttteKt. SSon il^m felbft gu feinem Städter befteHet — 

Dboarbo» ©ie ? 

aRarttteöt» fragen ©ie nur '^f)xt ©emal^Iin. 5D?arinetti, 
20 ber 9lame SKarinetti mar baö le^te Sffiort beS fterbenben ©ra« 
f en, unb in einem 2^one ! in einem S^one ! — S)a^ er mir nie 
aus bem ©el^öre lomme, biefer fd^redflid^e %on, to^nn id^ 
ntd^t atteS anh)enbe, ba^ feine SKörber entbedEt unb beftraft 
Serben ! 
25 ^er ^rina» SRed^nen ©ie auf meine fräftigfte ^Rittoirfung. 

Oboarbo. Unb meine l^ei^eften SBünfd^e ! — ©ut, gut ! — 
aiber iuaS tüeiter? 

^cr Britta» 2)aS frag* id^, SKarinetti» 

SRortttcHi. 9Jlan l^at SBerbad^t, ba^ eS nid^t Släuber gett>ef en, 
30 toeld^e ben ©rafen angefallen» 

Oboarbo Of'mm\ 9iid^t? tuirftid^ nic^t? 
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Carmen!« 2)a^ ein 9iebenbul^Icr ü)n auö bem 3Bcge räumen 
laffen. 

Oboarbn (bitter), gü @in 9iebenbu^Ier ? 

Tlatintm. mxö)i anber«. 

Dböarbo. 3flun bann, — (Sott berbamm* il^n, ben meud^el« 5 
mörberifd^en 35uben! 

^artnetti* 6in 9iebenbu^Ier, unb ein begünftigter yitbm^ 
ivti)kx — 

Oböarbo, SBa« ? ein begünftigter ? — SBaö fagen Sie ? 

aRarinetti Jiid^t«, al« tua^ bag ©erüd^te verbreitet. k 

Oboarbo. @in begünftigter ? bon meiner S^od^ter begünftiget ? 

a^iarineHt, ®aö ift geitji^ nid^t. 5Da§ lann nid^t fein. 
2)em h)iberfj)red^* id^, tro$ 3^"^«- — 9l6er bei bem atten, 
gnäbiger iperr, — benn ba§ gegrünbetfte aSorurteil bieget auf 
ber SDäage ber ©ered^tigfeit fo biel al^ nid^t« : — bei bem allen 15 
h)irb man bod^ nid^t um^in fönnen, bie fd^öne UnglüdEIid^e 
barüber ju bemel^men. 

^er ¥"«§. S^^o^I ; allerbingg. 

iWariitcttt- Unb h)o anberg ? Wo fann baö anberg gefd^el^en 
aU in ©uaftatta? 20 

^er ^i^titj. S)a l^aben Sie red^t, aKarineHi ; ba ^aben Sie 
red^t. — ^a fo, ba§ öeränbert bie Sad^e, lieber ©alotti. 5lid^t 
toa^r ? Sie fe^en f elbft — 

Dboarbo. D ja, id^ fe^e — ^6) fel^e, h)a« id^ fe^e. — 
©Ott! ©Ott! 25 

^er Wm* SBa^ ift S^nen? SBag l^aben Sie mit fid^? 

Dboarbo. 2)a^ id^ eö nid^t öorauögefel^en, mag id^ ba 
fel^e. S)a§ ärgert mid^, Leiter nid^tg. — 3f?un ja; fte fott 
lüieber nad^ ©uaftatta. 3^ ^^K fi^ lieber ju i^rer SKutter 
bringen : unb bi§ bie ftrengfte Unterfud^ung fie freigefjjrod^en, 3c 
toitt id^ felbft au^ ©uaftatta nid^t meid^en. X^nn ioer toei^. 
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— (mit einem bittern Sachen) h)er toet^, ob bie ©etcd^ttgfeit tiid^t 
andi) nötig finbet, mid^ ju bemel^men. 

ÜJiartneHi. ©e^r tnöglid^! ^n fold^cn ^äütn ti)\it bic 
©ered^tigfeit lieber ju biel, ali ju toenig. — ©a^er fürd^te 
5 id^ fogar — 

X)er ^ßrinj, 3Ba§? toa^ fürd^ten ©ie? 

aWartneHt. SKan toerbe borberl^anb nid^t berftattenfönnen, 
ba^ SKutter unb SCod^ter ftd^ fjjred^en. 

Oboarbo. 6id^ nid^t fjjred^en? 
lo matintUl Man h)erbe genötiget fein, 9Rutter unb 2:od^ter 
ju trennen. 

Oboarbo. 9Rutter unb 2:od^ter ju trennen? 

aRartneHt. 3Rutter unb Jod^ter unb aSater. 5Die gorm 

be^ aSer^ör§ erfobert biefe SSorfidj^tigfeit fd^Ied^terbingg. Unb 

15 e§ t^ut mir leib, gnäbiger §err, ba^ id^ mid^ gejh)ungen fel^e, 

au^brüdEIid^ barauf anjutragen, toenigften« ©milien in eine 

befonbere SSerh)a^rung ju bringen. 

Oboarbo» Sefonbere SSertoal^rung ? — ^Prinj ! ^Prinj ! — 

©od^ ja ; freilid^, freilid^ ! ®anj red^t : in eine befonbere SSer« 

20 tDal^rung ! 3?id^t, ^Prinj ? nid^t ? — D h?ie fein bie ©ered^tigf eit 

ift ! 3SortreffIid^ ! (Säl^rt fc^neU no(^ bcm ©d^ubfadc, in »cie^em er ben J)oI(J^ ^at.) 

^er ?ßrtttj (fc^meic^ei^aft auf i^n gutretenb). gaffen ©ie ftd^, lieber 
©alotti — 

Oboarbo (beifeite, iiibem er bie J^anb leer wieber ^erauSiiel^t). J^a$ f !|)rad^ 

25 fein ßngel ! 

X)er ^rinj. 6ie fmb irrig ; ©ie berftel^en i^n nid^t. ©ic 

benfen bei bem SiBorte aSerh?a^rung h)o^I gar an ©efängnig 

unb Äerfer. 

Oboarbo. Saffen ©ie mid^ baran benfen, unb id^ bin rul^ig ! 

30 ^er ?ßrtna. Sein S4?ort öon ®ef ängni^, 5DiarineHi ! §ier 

ift bie ©trenge ber ©efe^e mit ber 3ld^tung gegen unbefc^oU 
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Um 2^ugenb leidet ju bereinigen. SBenn Smilia in befonbere 
SSertoal^rung gebrad^t h)erben mu^, fo h)ei^ xd) fd^on — bie 
atteranftänbigfte. 35a§ §au^ meinet Äanjler^. — Keinen 
SBiberfj)rud^, BJlarinelli ! — 2)a toill id^ fte felbft l^inbringen. 
35a toill id^ jte ber 3luffid^t einer ber toürbigften ^amtn 5 
übergeben, ©ie foff mir für fie bürgen, l^aften. — ©ie ge^en 
JU tüeit, 3RarineIIi, h)irltid^ }u Voeit, h)enn ©ie mel^r toer« 
langen. — ©ie fennen bod^, ©alotti, meinen Äanjier ®x'u 
malbi unb feine ©ema^tin? 

Oboarbo. Sß3a§ foHt' id^ nid^t? ©ogar bie tieben§h)ürs 10 
bigen Stöd^ter biefe^ ebeln ^Paare^ fenn* id^. SiBer fennt fte 
nid^t ? — (8^ swarineut.) Jiein, mein §err, geben ©ie ba§ nid^t 
JU. SBenn ßmilia toerhjal^rt toerben mu^, fo muffe fte in bem 
tiefften Äerfer üert^al^ret h)erben. Springen ©ie barauf, id^ bitte 
©ie. — 3d^ J^or, mit meiner Sitte ! 3d^ alter ®edE ! — 3« 15 
too^l l^at fie red^t, bie gute ©ib^tte : SBer über geh)iffe ©inge 
feinen aSerftanb nid^t Verlieret, ber l^at feinen ju verlieren! 

^er ^ßrittj. ^ä) berfte^e ©ie nid^t. — Sieber ©alotti, 
\oa^ tann xd) me^r tl^un ? — Saffen ©ie e^ babei, id^ bitte ©ie. 

— 3a, ja, in ba§ §au§ meinet Äanjler^ ! 35a foff fie l^in, ba 20 
bring' id^ fte fetbft ^in ; unb h)enn il;r ba nid^t mit ber äu^erften 
Sld^tung begegnet h)irb, fo l^at mein 2Bort nid^t^ gegolten, 
aiber forgen ©ie nid^t. — 3!)abei bleibt e^ ! 35abei bleibt e^ ! 

— ©ie fetbft, ©alotti, mit fid^, fönnen e§ galten, h)ie ©ie 
troffen, ©ie fönnen un« nad^ ©uaftaffa folgen ; ©ie fönnen 25 
na6) ©abionetta jurüdEfel^ren, toie ©ie troffen. 6^ h)äre lädier* 
lid^, 3^«en borjufd^reiben. — Unb nun, auf SBieberf e^en, lieber 
©alotti ! — Kommen ©ie, SDlarineffi, e§ toirb fj)ät. 

OboarbO (ber in tiefen Oebanfen gcftonbcn). 2ßie ? fo foff id^ fie 

gar nid^t fj)red^en, meine 2^od^ter ? 2lud^ l^ier nid^t ? — 3d^ 30 
laffe mir ja affe§ gefallen ; id^ finbe ja affe§ ganj bortrefflid^. 
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' 2)ag §au« eine« Äanjier« ift natürlid^erh)eife eine ^reiftatt ber 
2:ugenb. D, gnäbiger §err, bringen ©ie ja meine %oi}ttt 
ba^in, nirgenb« anberö aU bal^in. — Slber fjjred^en \üoUV ii) 
fie bod^ gerne bor^er. ©er 2:ob be« (Srafen ift il^r nod^ un* 
5 befannt. ©ie toirb nid^t begreifen fönnen, h)arum man fie 
bon i^ren ßltern trennet. ^i)x jenen auf gute 3lrt beiju« 
bringen, fte biefer 2^rennung toegen gu berul^igen: — mu^ 
\d) fie fj)red^en, gnäbiger §err, mu^ id^ fte fjjred^en. 
^er ^tin^, ©o fommen ©ie benn — 
lo Dboorbo. D, bie 2:od^ter fann and) tool^t ju bem SSater 
fommen. — §ier, unter bier Slugen, bin id^ gteic^ mit il^r 
ferfig. ©enben ©ie mir fie nur, gnäbiger §err. 

^er ¥««J- 3lud^ ba§ ! — D ©alotti, toenn .©ie mein 
^reunb, mein gül^rer, mein SSater fein iDoHten ! (3)er ^rina unb 

15 SWadncHi gelten ab.) 



Sed^fter 2tuftritt^ 

OboarbO ©alottt (l^m nac^fel^cnb, na(^ einer ^aufc). SJÖarum uid^t ? 

— iperjtid^ gern. — §a ! I^a ! I^a ! — («iwt »iib untrer.) 5JBer 
lac^t ba ? — Sei ®ott, ic^ glaub^ id^ toax e« felbft. — 
©d^on red^t ! Suftig, luftig ! 2)a« ©J)iel Qt\)t gu ©nbe. ©0 

20 ober fo ! — Slber — (^oufe) ttjenn fte mit i^m fid^ berftünbe? 
SBenn e« ba« atttäglic^e $offenfj)iel toäre ? 2Benn fie e« nid^t 
toert toäre, loa« id^ für fie ti)\xn toiH ? — c^auU) ^ür fte t^wx 
toill ? 2Ba« toiH i^ benn für fie tl^un ? — ipab' id^ ba« §erj, cg 
mir gu f agen ? — ®a benf * ic^ fo toa« ! ©0 h)a«, toa« fid^ nur 

25 benfen läfet! — ©rä^Iid^l gort, fort! ^d^ iDitt fte ni^t ertüat:: 
Un, 3iein ! — (®eflen ben ^immei.) SBer fie unf d^ulbig in bief en 
2lbgrunb geftürjt l^at, ber jiel^e fie toieber l^erau«. 2Ba« braucht 

er meine ipanb bagU ? gort ! (Sr »ta ge^en unb pc^t emllien lommen,) 

3u fj)ät! 311^! er toitt meine ipanb, er \oxü fte! 
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Siebenter 2tuftritt 

ßmilta. Oboarbo. 

dmilia. 2Bie? ©ie l^ier, mein SSater? — Unb nur Sie? 

— Unb meine SWutter? nid^t l^ier? — Unb ber ©raf? ni^t 
l^ier ? — Unb ©ie fo unrul^ig, mein aSater ? 

Oboarbo. Unb bu fo rul^ig, meine S^od^ter? 

(SmUia. SBarum nid^t, mein SSater ? — ®ntn)eber ift nid^t« 5 
Dertoren, ober ade«. Slubig fein fönnen unb rul^ig fein muffen, 
fömmt e« nic^t auf eine«? 

Dboorbo. aiber, loa« meineft bu, ba^ ber %aSi ift? 

(Smilio. 2)a^ alle« Dertoren ift; — unb ba^ Wix h)o^I 
rul^icj fein muffen, mein aSater. 10 

Dboarbo* Unb bu toäreft rul^ig, iüeil bu rul^ig fein mu^t ? 

— SBer bift bu? ein 3Käbc^en? unb meine SCoc^ter? 60 
fottte ber 9Rann unb ber 33ater fid^ tool^I bor bir fd^ämen? 

— Slber la^ bod^ l^ören : ioa« nenneft bu ade« toerloren ? — 

— ba^ ber ®raf tot ift? 15 
<]^mtüa. Unb loarum er tot ift! SBarum! ipa, fo ift e« 

toal^r, mein 3Sater? ©0 ift fie toal^r, bie ganje fd^redflid^e 
ßJefd^id^te, bie id^ in bem naffen unb toilben 2luge meiner 
3Jlutter la«? — 2Bo ift meine SKutter? So ift fie ^in, mein 
aSater? 20 

Oboarbo. SSorau« ; — \t)mn h?ir anber« i^r nad^fommen, 

(Smiaa. 3e el^er, je beffer. ^tnn loenn ber ®raf tot ift, 
hjenn er barum tot ift — barum ! toa« bertoeilen loir nod^ 
l^ier? gaffen ©ie un« fliel^en, mein aSater! 

Oboarbo. Pelzen? — SBa« l^ätt' e« bann für 5Rot?— 25 
2)u bift, bu bleibft in ben §änben beine« Släuber«. 

@mi(ta. 3d^ bleibe in feinen §änben? 
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Dboarbo. Unb aHein, ol^ne beine SKutter^ o^ne m\d), 

emiliiu ^d) allein in feinen igänben? — 3?immermel^r, 
mein 3Sater. — Dber ©ie finb nid^t mein 3Sater. — ^^ ^Hein 
in feinen §änben? — ®ut, laffen ©ie mid^ nur, laffen ©ie 
5 mid^ nur. — 3^ ^iö bod^ fel^n, toer mid^ l^ält, — toer 
mid^ Jtt»ingt, — h)er ber 3Renfd^ ift, ber einen 3Renfd^en 
jh)ingen fann. 

Oboarbo. gd^ meine, bu bift ru^ig, mein Äinb. 

@mtUa. 3!)a§ bin id^. 2lber toa^ nennen ©ie rul^ig fein ? 
lo 35ie §änbe in ben ©d^o^ legen ? geiben, tDa§ man nidfjt fottte? 
Bulben, h)a§ man nid^t bürfte? 

Oboarbo. ipa ! h)enn bu fo benf eft ! — £a^ bid^ umarmen, 
meine 2:od^ter! — 3^ ^^^' ^^ immer gejagt: ba^ SBeib 
tooHte bie 3latur ju ibrem 3Keifterftüdfe mad^en. 3lber fte 
15 bergriff ftd^ im 2:]^one, fie nal^m il;n ju fein, ©onft ift aUe^ 
beffer an eud^ al§ an un^. — iga, toenn bag beine 3lul^e 
ift, fo ^abe id^ meine in i^r h)iebergefunben ! £a^ bid^ um* 
armen, meine 2^od^ter ! — ©enfe nur : unter bem aSorh)anbe 
einer gerid^tlid^en Unterfud^ung, — o be^ l^öHifd^en ©aufeis 
2o f})iele§ ! — rei^t er bid^ au§ unfern 2lrmen unb bringt bid^ 
}ur ©rimalbi. 

emtUa. Steigt mid^? bringt mid^? — Sffiill mid^ reiben, 
toitt mid; bringen : toiH ! Wxü ! — 2lt§ ob h)ir, toir feinen 
SBillen Ratten, mein SSater! 
25 Oboarbo. 3^ ^«^^ ^"^ f^ ioütenb, ba^ id^ fd^on nad^ 
biefem 35oId^e griff im ^erausjic^enb), um einem üon beiben — 
beiben ! — ba^ §er} ju burd^fto^en. 

dmtfia. Um be« §immelg h)itten nid^t, mein SSater! — 
35iefeg geben ift atte^, toa^ bie gafterbaften l^aben. — SKtr^ 
30 mein 3Sater, mir geben ©ie biefen 35otd^. 

Oboarbo. Äinb, e§ ift feine ^aarnabel. 
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C^mtHa* So h)erbe bie §aarnabel jum 2)oIc^e ! — ©leides 

Oboarbo. SßSa«? 2)a]^m h)äre e^ gelommen ? 3tx(i)i iod), 
md)t io6) ! Scftnnc bid^. — 3lud^ bu l^aft nur ein Seben ju 
öcrliercn. 5 

(Smxila. Unb nur eine Unfd^ulb! 

Oboarbo. ©ie über alle ®eh)alt erl^aben ift. — 

Qmiüa. 3lber nid^t über alte 3Serfül;rung. — ©ettjalt! 
®eh)alt! Sffier lann ber ©etoalt nid^t trogen? 2öa« ©e« 
toalt l^ei^t, ift nid^t^ : aSerfü^rung ift bie toal^re ®eh)alt. — lo 
3d^ l^abe S3Iut, mein aSater, fo jugenblid^e^, fo h)arme^ S3Iut 
aU eine. 9lud^ meine ©inne finb Sinne. 3^ f^^^^ fwt nid^t§. 
3d^ bin für nid^t^ gut. 3^ J?""^ ^^^ §öw^ ber ©rimalbi. ßg 
ift ba§ §aug ber §reube. (Sine ©tunbe ba, unter ben 3lugen 
meiner SDlutter ; — unb e§ erl^ob fid^ f o mand^er ^^umult in 15 
meiner ©eele, ben bie ftrengften Übungen ber Sleligion faum in 
aSSod^en befänftigen lonnten» — 2)er Sleligion ! Unb toeld^er 
SReligion ? — 5iid^tg ©d^Iimmereg ju bermeiben, fj)rangen %a\x^ 
fenbe in bie fluten unb finb §eilige ! — ®tUn ©ie mir, mein 
aSater, geben ©ie mir biefen Dold^. 20 

Oboarbo. Unb Ujenn bu i^n lennteft, biefen ©old^! — 

@min«. SBenn id^ il;n aud^ nid^t lenne ! — @in unbe= 
fannter ^reunb ift aud^ ein ^Jreunb. — ©eben ©ie mir il^n, 
mein aSater; geben ©ie mir i^n. 

Oboarbo, SBenn id^ bir il^n nun gebe — ba ! (®ieBt i^r ii^n.) 25 

C^mtlia. Unb ba ! Qm »egnffe fic^ bamit 3« burd^ftoBcn, reifet ber 
aSatet t^r i^n wieber auS ber $anb.) 

Oboorbo. ©ie^, toie rafd^! — Stein, ba§ ift nid^t für 
beine §anb. 
C^milia. 6^ ift hjal^r, mit einer §aarnabel foH id^ — 30 

(Sie fä^rt mit ber ^anb nac^ bcm ^aare, eine au fud^en, unb belommt bie JRofe 
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aufaffen.) Du nod^ l^ter? — herunter mit bir! bu gel^öreft 
nid^t in bag §aar einer, — h)ie mein aSater toitt, ba^ id^ 
toerben fott! 
Dboarbo. D, meine %od)Ux ! — 
5 (Smiüa. D, mein SSater, toenn id^ ©ie erriete ! — Dod^ 
nein; bai toollen ©ie aud^ nid^t. SBarum jauberten ©ie 

fonft ? — (3n einem bittern 3;one, wäl^venb fie bie SRofe jerpflüdt.) @|^es 

bem too^l gab e« einen SSater, ber feine 2^od^ter toon ber 
©d^anbe ju retten, il^r ben erften ben beften ©ta^t in ba§ iperj 
lo fenite — il;r jum jhjeiten ba« 2eben ^ab. 2lber alle fotd^e 
Stl^aten fmb \>on el^ebem ! ©old^er SSäter giebt eg feinen 
me^r! 
Oboarbo. 35od^, meine 2^od^ter, bod^ ! (Snbem er fic burt^* 

ftid^t.) ©Ott, h)ag l^ab' id^ get^an ! (©ie wiU fmlen, unb er tagt fle 
15 in feine Slrme.) 

emtlta. ßine Slofe gebrod^en, e^e ber ©türm fie ent« 
blättert. — gaffen ©ie mid^ fie füffen, biefe bäterlic^e §anb. 



2tcl?ter 2tuftritt. 

®er ^rinj. ÜKorinelli. ®ie Vorigen. 

^er ^txn^ (im ^ereintreten). SBag ift bag ? — ^ft ®milien 
nid^t h?o^I? 
20 Oboarbo. ©el^r too^I, fe^r tool^t ! 

^er ¥««S ("»»»«« « "ä^«f 'ömmt). SBa« fe^' id^ — ©ntfe^en ! 
* 3Rartne«l SBe^ mir! 

^er ^'^^«J» ©raufamer SBater, toa§ l^aben ©ie getl^an ! 
Dboatbo, ©ine 3tofe gebrod^en, el;e ber ©türm fie ent* 
25 blättert. — SBar eg nid^t fo, meine 2^od^ter ? 
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emilta. 3l\ii)i ©ie, mein SBater — ^d^ felbft — id^ 
felbft — 

Oboarbo. 3lxä)t in, meine 2^ocl^ter ; — nid^t bu ! — 
&t^t mit feiner Untba^rl^eit axxi ber 2BeIt. 5iid^t bu, meine 
2^od^ter ! Dein 3Sater, bein unglürflid^er 3Sater ! 5 

@mtlta* 31^ — mein 33ater — (©ie fttrbt, unb er legt fic fanft 
auf ben S3oben.) 

Dboarbo. 3iel^ l^in! — 5Run ba, $rinj! ©efäHt fte 
^i^nen nod^? 3teijt fte nod^ ^i)x^ Süfte? 3loi), in biefem 
Slute, ba^ toiber ©ie um Slad^e f d^reiet ? mt^ einer ?aufe.) lo 
3lber ©ie entarten, too ba« alleg ^inau§ foll ? ©ie erhjarten 
bielleid^t, ba^ id^ ben ©tal^I tüiber mid^ felbft festen iDerbe, 
um meine %i)at h)ie eine fd^ale ^^ragöbie ju befd^Iie^en? — 

®ie irren ftd^. §ier ! Onbcm er t^m ben 2)oI(^ t)or bie pfte wirft.) §ier 

liegt er, ber blutige 3^wge meinet 3Serbred^eng ! ^d^ ge^e 15 
unb liefere mid^ felbft in ba« ®efängni§. 3^ 9^^^ wnb 
ertoarte ©ie al§ SRid^ter. — Unb bann bort — ertoarte id^ 
©ie bor bem Slid^ter unfer aller! 

^er ^tiltj (na(^ einigem StiOfc^weigen, unter loelci^em er ben 5törper ntit 
©ntfetjen unb ajerjweiflung bctrad^tet, ju aKarinetti). §ier ! I^eb* il^U auf. 20 

— 3iun ? bu bebenift bid^ ? — ßlenber ! — (Subem er i^m ben 
2)oi(^ aus ber ^anb reifet.) 5Wein, beiu Slut fott mit biefem Slute 
fid^ nid^t mifd^en. — ®e^, bid^ auf etoig ju Verbergen ! — 
®e^! fag' id^. — (Sott ! ®ott ! — ^ft e«, jum Unglüdfe fo 
mand^er, nid^t genug, ba^ dürften 5Wenfd^en ftnb : muffen 25 
ftd^ auc^ nod^ ^^eufel in i^ren greunb öerfteHen? 



NOTES. 



The scene of the Hrst and second acts of the drama is laid in Guas- 
talla, a small town in the northern part of Italy, on the river Po, near 
Modena. In the Middle Ages the town changed possessors several 
times, until in 1539 it came into the hands of the Gonzaga family. It 
was raised to an independent duchy in 1621. During the lyth Cen- 
tury the dukes of Guastalla laid claims to the small neighboring prin- 
cipality of Sabionetta, and annexed it in 1708. A prince Hettore 
Gonzaga never existed, but Lessing knew from history that several 
princes of that family were notorious during the i6th and lyth cen- 
turies for their licentiousness and tyranny, although they were at the 
same time promoters of the arts and the sciences. With these general 
traits of the Gonzaga family, Lessing endowed prince Hettore Gonzaga. 

The last three acts take place in an antechamber of the prince's villa 
in Dosalo, a small place near Guastalla. 

The unity of time is strictly observed. The drama opens in the 
morning and ends in the evening. 

ACT L SCENE *i. 

Page 3.— line i. öotter S3mffd^aftett ; öollcr is really the strong 
form of the nom. sing, masc, and is now used as an indeclinable adjec- 
tive with all genders and both numbers. So we may say to-day : ein 
SBaum öoUcr Blüten; eine ^ftanje öotter Blüten; ein SBöumd^en öoUer 
S5(üten; «äume öottcr SBIüten. 

1. 9. liefet, an archaic form with the vowel of the ending unsynco- 
pated. This form often occurs in Lessing. — gef obert, often employed 
by Lessing for the now more usual form gcforbert. 

1. 10. ^Odft fie ^eiftt emiüa. ©eWÖ^rt! This delicate tum was 
probably suggested to Lessing by a passage in the second act of the 
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drama " Earl of Essex," of Antonio Coello, a Spanish poet of the I7th 
Century. In discussing this passage in the ©amburglfd^c S)rama* 
turgie (No. 65), Lessing says : " Now she (Elizabeth) is alone, and sits 
down to peruse the papers. She wishes to free herseif from her love- 
sorrows and to turn to worthier cares. But the first paper she takes into 
her hands is a petition from a certain count Felix. A certain count. 
<Must it just happen that that which first falls into my hands comes 
from a count?* she says. This touch is excellent. Suddenly she is 
heart and soul with that very count of whom she has just been un- 
willing to think." 

So here the mere name of Emilia dispels all other thoughts from the 
mind of the prince, and makes serious work impossible for him. 

1. 14. 3[d^ tabe $tt frili Xaq gemad^t, /£-o^ up too early, 

1. 15. äRard^efe (pron. ÜWarfc'Jc), Italian title of nobility, wd!/-^««. 

Page 4. — 1. 4. £äufer, /ootman, messenger, They were peculiar 
servants of the princes and no*bility of that time. Dressed in special 
liveries, they ran before or by the side of the carriage of the master, 
and were also employed as messengers. 

1. 12. @0 gut ali@ gelefett ! Orsina asked the prince in this letter 
for an interview with him in the villa of Dosalo. The prince in his 
indifference to her, and with his thoughts fixed on Emilia Galotti, ne- 
glects to read the letter. This fact is important in the development of 
the catastrophe of the drama. (See Introduction, page xxxviii.) 

. SCENE 2. 

This and the fourth scene disclose to us Lessing's remarkable insight 
into some of the most difficult questions of art. It is to be remem- 
bered that Lessing was one of the greatest thinkers on art in the i8th 
Century. His l^aofoott (An Essay upon the Limits of Painting and 
Poetry) appeared in 1 766, and forms a very important landmark in the 
history of aesthetics. Some of the thoughts expressed in the following 
scenes are more fully developed in the ?oofoon, 

Page 5, — I. 3. ntd^t tltelei^, fottbertt öicL The distinction be- 
tween öiel and ütcicö is very well brought out here. S5ie(, when not 
declined, means much of one thing.or of one mass conceived as a 
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unity, but whcn strongly inflected, it signifies a great number of things, 
each conceived separately. So we say : ?crnc nid)t auf einmal öiclc« 
(öicicriei ober öerfc^iebene einzelne 2)inge), fonbern öiel (öon einer 
@a(^e). Accordingly our phrase means: not many (different things)^ 
but much {of one thing). This proverbial saying was probably sug- 
gested by Pliny (Ep. vii,9) : " Aiunt multum legendum esse,non multa." 
1. 13. ein wenig ÖOtt lange ^er, ofrather andent date, 

SCENE 3. 

1. 20. mag ! be it so ! 

1. 24. 9Bät^ t^ aud^ ! even if it were so ! e.g. even if it were true 
that she had bribed him. 

1. 25. ^enn Hr ein anberei^ S3tlb, etc., if another picture (that of 
Y.m^\2^ f paint^d with different colors (those of true passion) and an a 
different canvas (upon the depth of his heart), is willing to give place 
to her (to Orsina) again. — gentalet* See note, page 3, line 9. 

Page 6. — 1. I. Witt; we should expect here njoUte, but the prince 
uses tt)iU, because he conceives the case as actually takiiig place. 
1. 4. l^e^SgUd^er, now usually bel^agltc^er. 

SCENE 4. 

1. 6. nemanbt = umgetDanbt or umgebre^t. 

1. 8. $(n5figU4ften for the modern ^Ingie^enbflen. 

1. II. X)0j8 gilt ^\ttX ^nft; baS refers to the preceding words. 
Aly remark has reference to your ari, 

1. 15. ^ie ^nft muft malen, etc. Lessing here conceives creative 
nature to be a self-conscious artist. As such, she strives to produce 
creations of perfect beauty, but owing to the resistance of the materials 
she uses, and the limitations to which tirae subjects her, her actual cre- 
ations fall Short of the ideal. All these limitations which prevent 
nature from reaching her ideal, the artist must remove from his work. 
He must try to represent a person or thing as nature conceived them, 
and not as she made them. Hence, in the portrait of Orsina, idealiza- 
tion was necessary. 

1. 17. 9(bfall, defect, imperfection. 
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S)enn il^r ©d^itffal ift fc^r 
eben ba er bein auf imme 
immer entriffen ! — Si^cr i 
x6) fie gar ? — ^6) bin fü 
5 nici^tg toet^. 

aWartnem. (S« ift GmiltÄ 

Orptta. SBer? — Gmilt 
SWarinelli ! ba^ id^ Hefe Sü 

aWariueöt. SBiefü !? 
lo Orfma. (Smilia ©alotti ? 

WlatxntUu 2)ie Sie ft^ltJ 

Orfma. ©od^! bo* ^ 

— 3m (gmft, SWarincIli f dmT^ 
toäre bie ungtüdftic^c ^haut^ 
15 SRannelli (»or [m. Süßte 
l^aben ? 

Orfmo. Unb (^vaf 3ij>^>i, 
Sraut? ber titn erftbaffene 

«Warlncöi. 3l\djt au)>a?K 
2o Drfma. Srabo ! o hxaiw 

aWarinem. 2Bie bac^'^ 

Orfma» Äüffen ml^t 
leitet l^at! 

aWarlneöt. 2öen? öert 
25 Drfma, ^a, füflcn, !ir 
©ie felbft biefer 2:ntfcl n 

aWarlneHi. &xä^n l 

Orftna* Kommen 2tc f 
an ! 9lug' in Slugc! 
30 aWarttteHi» 9lun ':' 

Orfma. SBiffen Sie nt^i 
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I liere as in the JaofooiT, in the sense of @c« 

\t»ir%'^ g'tthfring^ soiree. ' The prince met her at 
\ Grimaldi, (See Act II, Scene 4.) 
^ee introductory remark to Act I, Scene i. 
I flulhinj^^ tu do with the modern German word 
is connected with the P'rench word * dague.' 
\ frord jn itä Middle High German sense of 



(KprCJt flejett muffen; ^Ot is omitted before 
\ berore ücrlorCH gc^cn laffcn at the end of the 
^n uccurs quite often in Lessing with modal 
\ clausus. 
ItüUan painter Raffaele Sanzio (1483-1520), 
tl^Iadunna, now in Dresden. 

Si^ilklcrct, now obsolete for Oemölbc or 53ilb. — 

üT aini für were originally different forms of one 

l'hose hrst meaning was a spatial one. Even in 

Mwo ^viirls were used indiscriminately, one for the 

I terc. In modern German, however, the distinc- 

i tnarkcd. SSor has retained its old spatial sense, 

iTatively and has the sense of our Engl. prep. * for.' 

^Stltbto^ for the modern form mit cltlcr @t«bic. 

\\ fo llorl) etwaig anberil, perhaps something ehe, 

^l»-- priiioj lüves Emilia, and therefore is so lavish 

r the Portrait. 

SCENE 5. 

I mit bir JU neibifd^. He means that he wishes 
W) ttj bii^isclf, that he begrudges others even a look 



SCENE 6. 

I« ttlifümmt = cinfättt. See note, page 8, line 8. 
tnfil^Qrcn ! The past participle is used here with 
liiHiivtr; ütp ' don't take an oath,' donU be rash ! 
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1. 12. ^dttut^ t& bod^ fommen? Marinelli suspects that the 
prince entertains some new passion. 

1. 15. 9)'lllffa, a town in the province of Carrara-Massa in the 
north-central part of Italy. It was ruled tili 1731 by the princes of 
the house Cibo-Malespina. — UltK ^UtdjüUS, makes it imperative. 

1. 18. ftd^ fittbett, resign her seif, 

Page 13, — 1. X. mit ber 9{änrtn» As soon as Marinelli sees 
that the prince's passion for Orsina is gone, he abandons her cause and 
cringingly uses language derogatory to her. So he calls her now D^örrilt. 

1. XI. beit 9Ieft geben, tofinish or to settle. The books will put an 
end to her reason. 

1. X4. ttiaiS . . . etttferttt \iai, viz. her strained mind; mxi, along 
with other things, Wkat, along with other thingSt alienated me from 
her, you surely will not use, etc. 

1. 25. öicl ^ttf^ebetti^, nor was tJj^re any occasion for tnuch talk 
about it, 

1. 2g. Satbe, lit. *mask,' here used contemptuously oi ^ pretty face. 
Schiller uses the word sometimes in a similar sense. (See 3J2arta 
Stuart, II, 9, and SBoUcnflcin« ?agcr, Scene 5.) 

Page 14. — 1. 5. id^ uieig ttto^I, bag Sie i^tt ntd^t (eiben fdnnett. 

This remark indicates that there is a long-standing hostility between 
Marinelli and Appiani. 

1. 7- ein fe^r ttlürblget, jnnger SRantt, etc. Notice the prince's 
generous characterization of Appiani. The desire which the prince 
here expresses of attaching Appiani to his court, furnishes Marinelli 
with another motive for working against the count. Marinelli's 
highest ambition is to be the powerful court favorite in Guastalla. 
How can he then run the risk of being superseded by his enemy 
Appiani? (See Introduction, page xxxviii.) 

1. 9. botter (5^re. See note, page 3, line i. 

1. 14. ^ientOttt, Piedmont, a province in the north-western part of 
Italy belonging to the dukes of Savoy, who became kings of Sardinia 
in 1720. 

1. x6. 9)>ltPüttbmil, a literal translation of the French word 
* mesalliance.' We should now say ÜWlßl^cirat. 

1. xg. aWit euertt beftetl ^Sltf etu! the deuce take your best 
f amilies ! 
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Page 15. — 1. 7. 34 ^^^^ )» fragen « , « nid^t (£r« @r is used 

here to designate to Marinelli bis inferior position. In the lyth 
Century, (Sr and @ic (fem. sing.) with the 3rd person singular of the 
verb were used to express the height of politeness. In the beginning 
of the i8th Century, @ic with the 3rd person plural became the 
accepted polite form, while (Sr and @lc were used to persons of in- 
ferior rank. 

1. 21. genfer! The prince's language is generally very refined, 
but here the cahnness with which Marinelli repeats four times th'e 
words eben hie, rouses the prince to the highest excitement, and makes 
him burst forth into a rather vulgär oath. 

1. 31. fStVVikttVl The prince suspects that Marinelli knew of bis 
love f or Emilia, but had purposely concealed from him her approaching 
marriage to Appiani, f or the sake of Orsina. Hence he calls Marinelli 
a traitor to him. 

Page 16, — 1. 3. bettelt, i.e. nad^ beren SBunfd^. 

1. 4. @ie • • • ber @ie, etc. The personal pronouns of the first 
and second persons and also those of the third person, if they are used 
in address, are generally repeated after the relative ber, bie, ba0. The 
relative tüüä)tv, ttJeld^c, tütl6^t9 is never used after such personal 
pronouns. 

1. x6. itt ble @eele ber Orfttta fiifttuörett = In i^rem 9?amen, für 
fie. (Sanders' SBörterbut^, II, 2, p. 1054 i.) 

1. 17. gfoljrte = @pur. 

Page 17. — 1. 17. hamit, i.e. mit ber Söare, a very contemptuous 
reference to Emilia. 

1. x8. aitf titoa$ ftnberei^ benfeit, ^Am we skould kave to devise 
someihing ehe, 2(n ettoad benlen means simply *to direct one's 
thoughts to something,' whereas auf ettDad ben!en implies that the 
person wishes to attain some end through bis thoughts, hence *to 
think up,' * to devise.* 

1. 27. Notice the antithesis between fd^on and erft in Marinelli's 
answer. 

1. 2g. raten, * advise ' or * aid with advice,' here used in the latter 
sense and almost equivalent to abhelfen. Only things that have hap- 
pened cannot be ckanged. 
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Page 18« — 1. 5. ^ofalo is unknown. Lessing probably meant 
it for SDofoIo, a small place on the Po, near Guastalla and on the road 
to Sabionetta. 

1. 10. bief er ®ef anbte ; blcjcn®cjanbtcnwouldbemoreusualto-day. 

1. XI. S3ebin0e, obsolete for S3cbin0ung. 

Marinelli has conceived two plans for bringing Emilia into the 
power of the prince. One plan, which is comparatively harmless, he 
mentions to the prince; the other, which is a diabolical scheme to kill 
Appiani, he suppresses, checking himself when he is about to disclose 
it. The prince consents only to the plan mentioned, and would 
probably have rejected the second plan, had Marinelli proposed it to 
him. (See Act IV, Scene i.) He grants, however, in the heat of 
passion, füll freedom of action to Marinelli, and thus enables the latter 
to carry out afterwards his second plot. 

The skillf ul arrangement of the fourth and sixth scenes, which are so 
important to the exposition of the drama, deserves attention. In both 
scenes the dialogue easily and naturally drifts toward Orsina and 
Emilia, and discloses to us the prince's relation to both of them. The 
contrast between the two portraits and G^nti's genuine admiration of 
Emilia's grace and beauty, heighten the prince's passion for her, 
while Marinelli's sudden news of the impending marriage of Emilia 
impels him to immediate and reckless action. The fourth scene pre- 
pares the way for the sixth, and both scenes not only give us a very 
good general idea of the characters of Emilia, Orsina, Appiani and 
Odoardo, but also throw considerable light upon their past history. 

SCENE 7. 

The prince, on the verge of despair, incapable of any clear plan and 
yet unwilling to leave everything to Marinelli, suddenly resolves to go 
to the Dominican church, in the hope of meeting Emilia there and of 
confessing to her his love. This sudden resolution of his, so character- 
istic of his impulsive, passionate nature, is one of the most important 
Clements leading to the catastrophe of the drama. (See Introduction, 
page xxxviii.) 

Page 19»--1. II. bftiSmal for bie«mat. 

1. 15. ^Ot^pttdittin for gürjprcd^crin. Emilia Galotti is of course 
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referred to. It was for the sake of Emilia Galotti that he was at first 
ready to grant the petition of Emilia Bruneschi. (See Scene i.) Now, 
however, when he despairs of possessing Emilia, he is not quite so 
ready to do so. 

SCENE 8. 

This scene serves as a further characterization of the prince. His 
present impatience with matters of State is so great that he is ready to 
sign a death-warrant without even reading it. 

1. 18. toad baraitf jit Derfftgen, whafto do about u, 

Page 20. —1. XI. gl? UWX «Itftattb, etc., U can he put off tili to- 
morrow. 

1. 13. 9Rel|reiS for iDr^e^rere^. 

ACT II. SCENE 2. 

Page 21. — 1. 10. toenn attbeti^, con]. provided that, 

Page22. — 1. 5. Z^Httt @eele! genit., depending upon $ut}C, 
This is again characteristic of Lessing's style. He is so fond of strong 
antithesis that he sometimes doesn't even shrink from such an un- 
natural expression as $ii^ ber @eete. 

1. II. bitter ift genug, etc. This sentence is not to be interpreted 
as showing that Odoardo distrusts his daughter. It is rather intended 
to emphasize his very anxious care for Emilia, arising from his sus- 
picious nature and his stern notions of honor. Besides, inasmuch as 
we know of the prince's intention of speaking with Emilia this morn- 
ing in church, these ominous words of Odoardo direct our attention 
to this event, and fUl us with a vague fear for the fate of Emilia. 

1. 13. toann for mcnn. In the last Century the present distinction 
between toantt and \otnVi was not yet definitely established. 

1. 15. fpnte gegangen fein, now ^ätte ge^en follen. 

SCENE 3. 

1. 19. ^te refers to S3efud^C in line 18. 

Page 23. —1. 2. 5lttf ein äöort ! a word with you ! 
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1. 4. Dogelfrci erUaret ; we should now insert für before üogelfrel. 

You have been declared an otälaw, 

1. 22. ^iftolctt, gold coins worth about $3.60 a piece, and first 
coined in Spain. 

1. 25. 9Retnettliegett ! etc., ifit is all the same to you at what pHce 
you sellyour head, I am satisßed, The sense is : You have forfeited 
your life anyway by the crime you have committed. Now if you don't 
care whether you receive any reward for it or not, I am content. 

Page 24, — 1. 12. tup = loenn. 

1. 16. barum, ' for that,' referring to the thought implied in the 
preceding two sentences. The sense of the passage is: If for that 
(for attacking a man of Odoardo's strength) there were only much to 
be gained from him, I should be wilting to risk it. 

1. 24. Dptaitf = üoran. 

Page 25,— 1. 7. !e^re bili^ an nid^ti^! don't concern your seif 
about anything! 
1. 10. ttIO* See note, page 24,line 12. 

SCENE 4. 

1. 17. @le bleibt mir Jtt XWX^^ OUiS» Emilia's unusually long stay 
at mass this morning directs our attention more forcibly than ever to 
the probable meeting of Emilia and the prince in the Dominican 
church. Odoardo's anxiety prepares us therefore very well for the 
highly important sixth scene of this act. 

1. 24. fill^ felbft Jlt VC^tXif a very expressive phrase used several 
times by Lessing. (See 9?at^an, II, 9 : ,,Söer fid^ ^ott unb gott t^m 
.(pd)) fclbfl 311 leben nit^t entfdjUeßen fann.") It means to live freely, 
to be independent of the pressure of extemal conditions, to develop 
fully one's own individuality. Lessing ascribes here one of his own 
strong characteristics to Appiani. 

Page 26,— 1. 1, gebenfe = benfe. 

L 22. So^t nni? nil^ft meife fein tUpOen, let us notpretendto be itnse. 

Page 27. — 1. 5. Derberbt; whcn used transitively, it has often, 
instead of k)erbirbt, the weak form, as here; through our daughter he 
destroys all his hopes with the prince. 
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1. 8. benn lyab' ili^ bir fti^on nefagt, etc. Claudia mentions this 
incident, to suggest to Odoardo that the prince probably does not dis- 
like him as much now as he did formerly. This whole account of 
Qaudia shows that her motherly vanity to live with her daughter in 
Guastalla, and Odoardo's stubbom resolution to avoid the court, are 
the fundamental presuppositions of our drama. For it was due to 
Claudia's vanity that her daughter was introduced to the court at the 
house of Grimaldi.. There Emilia met the prince, and this meeting is 
the beginning of the tragic action developed in the drama. But if 
Odoardo had lived with his family in Guastalla, he would never have 
allowed his daughter to be introduced to the court. 

1. 30. ^it pttefi mir » » • foOett gemelbet l^aben for ^u ^ättefl 
mir melben foÜem 

SCENE 6. 

Emilia's account of the episode in church is the most important de- 
ment of the drama for the interpretation of her character. 

Page 29, — 1. 18. mit tinS, now rarely used for fogtcid(|. 
1. 31. t§ is used here with great force. It denotes something 
vague, mysterious or even spectral. 

Page 30,— 1. 6. tuatttt. See note, page 22, line 13. 

1. 8. ha§ lyeilige 5lmt, viz. mass, 

1. 10. bürfett« See note, page 9, line 8. 

1. 14. 3^1» f elbft. The fact that Emilia speaks of the prince as i^n 
felbjl is not to be overlooked. Michael Bernays and Erich Schmidt 
justly regard this il^n fclbji as a conclusive proof that the prince, not- 
withstanding Emilia's strong moral will, has made some impression 
upon her mind and heart. Ever since her first meeting with the fasci- 
nating prince at the house of Grimaldi, she has thought so much about 
him that, when in our impassioned scene the mother asks her who it 
was that spoke to her in church, she unconsciously speaks of him as 
il^n felbp, as if her mother and everybody eise knew this if)n fclbft as a 
matter of course. This interpretation is conclusively bome out by a 
somewhat similar passage in S^at^an bcr Söcifc, Act I, Scene i. 
Daja's mind is here so preoccupied with the miraculous appearance of 
the Templar that she speaks of him simply as t^nt, as if Nathan 
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naturally knew and thought as much about the Templar as she did 
herseif. S^otl^au: ©cii^m? SBci toetdjcm 3^m ? 2)aia: ©cll^m, 
bcr au« bcm gcucr fic rettete. S^i a tl^ a n : Söer war ba«, toer ? 
1. 30. fpttnett* See note, page 9, line 8. 

Page 31. — 1.13. @r ^ptadi itttb x^ l^ai^ il^m geitnhiiortet. 

Compare with this the prince's account of the same meeting in Act III, 
Scene 3. (See also note, page 48, line 9.) 
1. 21. 2)le gfttr^t l|at Urett üefonbent ©init,. ref erring to the 

well-known psychological fact that fear produces in us images which 
have no basis in reality. 

1. 26. nid^t O^flte 9)>li^fatten expresses the very opposite of what 
Qaudia means to say. Her thought is clearly either ol^ne SWißfoUen 
or nic^t o^ne SBol^IgefaUen. The expression as it Stands seems to be a 
slip of Lessing. 

1. 29. mit tin§. See note, page 29, line 18. 

1. 31. 3^m mitft il^ t§ fttgetl, veryimportant words for the inter- 
pretation of her character. Her healthy moral instincts prompt her to 
confess everything to Appiani, but her sense of obedience to her 
mother, whose judgment she respects, and her peculiar feelings toward 
the prince, of which she is hardly conscious, make her yield but too 
readily to the advice of her mother not to say anything to the count 
about the meeting. She thus unconsciously plays into the hands of 
Marinelli, and indirectly brings about her own destruction. For if 
Appiani had been informed of the prince's confession of love to 
Emilia, it is conceivable that the catastrophe might have been averted. 
(See Introduction, page xxiii.) 

Page 32. — 1. 6. beii 2itb^ahtt for bcm SieBl^aBer. Lessing 

often uses the acc. with fd)mcid)eln. — A man in love is called in mod- 
ern German ber ?iebenbe. ?iebl)aber is now used only of a lover of 
things or of a person playing the part of a lover in a drama. So we 
say : 2)cr Siebl^abcr ber Äunft or 3)er Slebl^abcr im 3)rama. (vSee also 
page 35, line 9.) 

1. 7- bcn Waitg abaitlOttfeit, ^o^e/ the better of. 

1. 25. ttel^men = benel)men. 

Page 33. — L 3. Itt Hr, e.g. in biefer ©prod^e bcr ©alantcrle. 
Observe also the antithesis between fUngt and ift. 
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SCENE 7. 

1. 12. mar » . • Dermittenb, a verbal form impossible in modern 
German. We should use now the simple imperfect üermutete. The 
present participle can be used predicatively only when it has acquired 
a füll adjective meaning. So we may say : bad ^tx\)pXtd)tVL Ifl binbenb; 
er toav lelbenb, etc.; but when the verbal sense predominates, the 
simple present or imperfect tense of the verb must be used. 

Page 34, — 1. ao. laffen, /et^o, neglect. The infinitives tl^un and 
laffen are used here with the force of imperatives. 

Page 35. — 1. i. ftfi^ ♦ ♦ . fli^ilfte, whatwouldbe appropriate for, 
1. 7- perlen bebetttett ^l^rönett. Karl Lessing, the poet's brother, 
criticized this passage on the ground that such a superstition was un- 
worthy of a tragic heroine. To this criticism Lessing answered as 
foUows: "In regard to the point about the dream you are quite 
wrong. . . . Emilia does not believe in the dream, but like her 
mother regards the dream as quite natural, on account of her greater 
preference for pearls than for stones. But although she does not 
believe in the dream as a foreboding, it may nevertheless make some 
impression upon her. Appiani is the one who lingers on this point 
longer than the other two. But I make him State the reasons for it 
too." 

L 14. ^tlt^Uf emphatic. She means that it is surprising that he, 
the enlightened serious man, should dwell upon such trifles. 

L 25. fliegcitb,/^w«V- 

L 28. 3n feinem eigenen ♦ . ♦ %\^VLyt ; therefore contrary to the 
then prevailing fashion of powdering the hair. Appiani, who longs 
for a simple, natural Hfe, delights in seeing his bride dressed accord- 
ingly. 

SCENE 8. 

Page 36, — L 8. fottt' ed pe reuen, etc., a rather peculiar remark 
of Claudia, only to be understood if we remember the sharp distinc- 
tions of rank which prevailed in the last Century. Appiani is a noble- 
man of high rank, Emilia belongs to the Citizen class; his marriage 
would therefore be regarded as a * mesalliance,' and might injure his 
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social Position. (See speech of Marin elli, page 14, line 15 ff.) There* 
fore, Qaudia thinks, he regrets his engagement to Emilia. 

1. 10. argtoolinett for the more modern argtoö^neit. 

1. 13. aUiSgelttttfCtt fein, a word borrowed from sailors' language. 
It means * to run out of a place,' < to sail out,' here lo siart oui, 

1. 15. eljegeftern for the more usual Dorgcflern. 

1. 22. 9Reine gfreuttbe verlangen, etc. Here we have one reason 
at least for his stränge melancholy. He despises the prince, and yet 
he promised to inform him of his intended marriage. 

1. 28. JBd bem ^rittjen ? The effect of Emilia's silence begins 
to assert itself here. If she had told him of the meeting in church, 
would he have thought of paying his respects to the prince ? Would 
he not rather have been preparing to take some Steps against the 
impending danger ? 

SCENE 10. 

Page 37. — 1. 12. 9hin, mein §err? spoken rather sharply and 
proudly. These words, and in fact the whole scene, show that he 
despises Marinelli, and would have as little as possible to do with him. 

Pa^ 38. — 1. 8. gerttl^en tuerbe, will deign or condescendto use 
tny Services, 

1. 13. ttttt bOig brittC 9Bort, every third word. 

1. 26. @ie mftffCtt noii^ l)Cttt' abreifcn* If Appiani had been 
informed of Emilia's meeting with the prince, he would have known 
at once the object of this hasty commission. 

Page 39. — 1. 15. Derjtoeifelt, confoundedly ; naiti, in the de- 

rogatory sense. It has here almost the meaning of stupid, 

1. 27. eitteiS grdgent $emt« He means either the German 
Emperor or the Duke of Piedmont, in whose territory his estates are 
situated. 

1. 29. ^aft id^ ♦ • . barüber fhritte ! spoken very contemptuously. 
Some such expression as ed tt)äre läd^erlid^ is understood before bag. 

Page 40. — 1. 6. att!$ biefcm ^aufe ? spoken with a tone of 
great surprise, to indicate to Appiani that such a marriage would be a 
decided * mesalliance.' 

1. 9. SBOÖ beliebt ? / beg your pardon ? 
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1. 10. fonaii^, in that case. 

1. II. Seremoitie is very emphatic Marinelli deliberately insults 
Appiani by the low insinuation contained in this word and in his 
next two remarks. 

1. 22. SBir toerbett WM> f^re^ett, you shallgive account ofthis. 

Page 41, — 1. 3. ^ur ®ebn(b, etc., a threat which Appiani can- 
not of course understand. Marinelli*s first intention of removing 
Appiani by sending him to Massa has failed. He is forced to chal- 
lenge Appiani to a duel, which he is, however, too cowardly to fight. 
In Order to extricate himself from the impending danger and to help 
the prince, he now determines upon the murder of Appiani, which in 
his interview with the prince he thought of only as a possibility. (See 
note, page i8y line 11 ; also Act II, Scene 3.) 

ACT III. SCENE I. 
Page 42. — 1. 3. fp breiW cö babci, so it is settled, — @o gelyt e« 

b0r flli^ ? so it will take place ? viz. the marriage. 
1. 7- genommen for Benommen. 
1. 12. mein Seben in bie Si^iinje f^lagen, to risk my Hfe, 

1. 13. fa^e, an older form of the preterit. 

1- 15. 3n ^atttifd^ idgen, to make one angry^ to arouse onis wrath, 

Page 43. — 1. 3. bai^ Ifiiiitn @ie getlyan ? The imperfect and 
pluperfect subjunctive are often used in interrogative and exclamatory 
sentences to express an emphatic denial of a real or assumed assertion. 

1. IG. 9{a4bem eö fSttt, 9%xit 3ttetfel; fäüt = ausfallt. The 

whole expression has almost the sense of '\t nad^bem bie Umßänbe {tnb 
or ed fommt auf bie Umflänbe an. Marinelli means to say that 
Appiani would of course have accepted the challenge if circumstances 
had allowed it, but in the present case no one would take it amiss if 
he postponed it for a few days. 
1. 30. l^albed 9Beged, now more usuaUy l^alben ^ege9. 

Page 44. — 1. xo. ^ommunbo, a Company ofsoldiers. 

1. 12. felbft fünfziger, now obsolete. The more regulär form 
would be fctbfi fünf jlgfler, he himself with forty-nine others. We have 
a similar expression in 5Ratl^an, I, 5 : felbfi gtoanjigfier gefangen. 
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1. 14. el|e? = fonft föo^I fd^on. 

Page 45, — 1. 4. 5lüer bie fin^alttn, etc. The prince intended 
to say that he hoped that the arrangements were of such a nature, 
that no violence would ensue thereTrom. 

1. 5. %19 fie nur immer, etc.; we should use to-day tvit instead of 
al*. Immer is an expletive of emphasis. TAe preparations are as 
good as they could possibly be, 

1. 7. $(att!e, from late Latin *planca,' meaning a thick, smooth 
board. Here it means difence made of heavy, smooth boards. 

L 8. toirb ♦ . ♦ angefaOeit Italien« The future perfect is often used 
instead of the perfect, to express the mere supposition or probability of 
an action having taken place. So here and in the next sentence. 

1. 9. toobet = unter n^etd^en. 

1. 26. OTer i4 felje bei attebem nld^t ab, and yetido not see the 

endo/ it all, 

SCENE 2. 

Page46. — 1. 3» i« jCbew ®li^(age, in eack coacA-door. — ^n^ 
Seigen for Slnjcid^en, signs, 

1. II. 9[{fen. See page 40, lines 19 and 23. 

1. 19. ttttberettet for unüorbcreltet. Appiani was armed with a 
pistol, which was quite natural at a time when bandits were common 
in many parts of Italy. 

1.25. SoOenbi^ mein braber 9{icolo! and my good Nicola tool 

— ^ai? Sab bejal^Ien, almost equivalent to büßen, who had to pay 
for it (with his Hfi), — 3Wit, also, viz. together with the count. 

Page 47. —1. 3. »ierteil, the older form of Stiertet. . 

1. 7. aWit beinem 9{iC0(0 ! the deuce takeyour Nicolo ! 
1. 9. ber ®raf « « • gefaxt, the count took good aim athim. 

SCENE 3. 

Page 48. —1. 9. ®a5 {tnb mir ali^bann »euer? what progress 

have we then made? 

1. 24. fonnte i^ il^r auik^ nid^t ein ^ort m^tt^tn. This State- 
ment of the prince contradicts Emilia's account of the same meeting 
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(page 31, line 13)» in which she said that she answered the prince. 
Besides, the prince affirms again (page 52, line 17) that Emilia did not 
speak a word to him. Of these two accounts the Statements of the prince 
are the only ones we can accept, for there is no conceivable reason 
why the prince should falsify to Marinelli the true State of things. 
Emilia's Statement can be explained by remembering the confusion 
and fear that overcame her when she heard the prince's voice. She 
doubtless intended to answer him, and in her excited account to her 
mother thinks that she had actually done so, although she admits at 
the same time her inability to recall her words to him. It is therefore 
highly probable that this contradiction between Emilia's and the 
prince's accounts was deliberately intended by Lessing as an additional 
indication of her State of mind at that time. 

SCENE 4. 

Page 49« — 1. 13. ileiüt, ilieü; notice the difference of tenses, 
which well suggests to us the sequence of events. When the attack 
was made, the count probably sprang immediately out of the carriage 
to defend himself against the bandits, while Emilia and her mother 
r'emained inside. Then Emilia was snatched out of the carriage, so 
that the last person she saw was her mother. She therefore uses the 
present in asking about her mother, and the preterit in inquiring 
about the count. 

1. 18. ^a§ Mvt l impossible ! See note, page 43, line 3. 

Page 50. — 1. 5. ol^nfertt for unfern. 

1. 10. Sic ift tliettcid^t tot» It is very significant that Emilia, in 
speaking of the attack, expresses great anxiety about her mother, but 
does not mention Appiani. This would indicate that her mother, and 
not Appiani, is uppermost in her mind. Some critics have urged that 
her modesty and her aversion to Marinelli make her shrink from men- 
tioning Appiani in his presence. But it is to be remembered that 
Emilia utters these words in a moment of great excitement and anxiety, 
when such self-restraint and reflection would be highly improbable in 
a girl like Emilia. (See Introduction, page xxi.) 

1. 26. getttl^ett« See note, page 38, line 8. 

1. 28. um, with. 
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SCENE 5. 



Pa^ 51, — 1. 15. be? ®raf, 3^re 9)^lttter« The prince pretends 
to have just come from Appiani and the mother. 

Page 52. — 1. 25. IieÜen 6ie Itil^t, etc. It is very important to 
notice here the Impression which the prince's passionate speech makes 
upon Emilia. Trembling, she is just as unable to answer him now as 
she was in the morning. She is entirely helpless in his presence, so 
much so, that, although she distrusts him, she yet foUows him almost 
against her will. 

1. 2g. Iieifftnett ; we should be more apt to use to-day einfallen. 

Page 53. — 1. 2. ^folgen <Bxt un&, said to remove Emilia's sus- 
picion. 

1. 5- ttie tteit er ei^ . . . mit i^r Bringt, kow hegets on with her, 

1. 7. vXtOjii • • « toerbctt \ pleonastic negation common in ordinary 
speech after üerl^inbern. 

SCENE 6. 
1. 18. itnb too nur uiil^t, ifnot, 

1. 25. 9[ttgen ma^ett, amazed, 

Page 54, —1. 7. fo ettoaiS bi^n, a kindofa. 
1. 8. bie meiftett* See note, page 32, line 6. 

SCENE 7. 
1. 23. ftnfgel^olietter for Beffer aufgehoben, better taken care of, 

SCENE 8. 

Page 55, — 1. 6. beifattett. See note, page 52, line 29. 
1. IG. toad \S0^ ttid^t tOä^tC, not that I am aware ofit, 

1. 13. 9)>lar(i^efe a^arineOi« By emphasizing SWarci^eje, he gives 
Claudia a broad hint that she did not address him with the respect due 
to his Position. 

1. 16. ba^ ili^ * * * nili^t berlSitmbe ! let me not calumniate! 
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Page 56. — 1. ig. ^ä^ Deraeil^e ber bangen ^ntttv has refer- 

ence to the expression of Claudia, bein Sfeinb, of the preceding line. 
!S)ein expresses there inferiority and contempt. 

1. 26. ^er ^rinj ? As soon as Claudia hears that the prince is 
with Emilia, the whole plot dawns upon her. Her own daughter in- 
formed her of the meeting in church that morning; she overheard the 
angry words between Appiani and Marinelli; she knows that Appiani 
is dead and that Marinelli is in some way connected with the murder. 
With these facts in mind she has no difBculty in discovering the plot. 
It is to be noticed that the prince's hasty conduct in the morning be- 
gins now to teil against him. 

Page 57. — 1. 4. ÄKerreineften, tAe Hoiy Virgin, 

1. 10. ^ll^l ! ^i(^ ! See note, page 56, line 19. 

1. 14. fd^mfttnten, your mind is wanderingy you rave, 

ACT IV. SCENE i. 

Page 58. — 1. 14. über mit for über m\6), on account ofme, 

1. 16. )»a2 i(i4 lieber . . . nii^ft gel>3ri . ♦ ♦ ^aben tuitt, wkat l wouid 

rather not have heard, 

Page 59. — 1. 5. il^ bin nnffi^ttlbig» See note, page 18, line II. 

1. 7. bem trafen ; foftcn is to-day generally foUowed by the acc. 
of the person. 

1. 14. ^att nnb gfatt = ptöt^Iic^. 

1. 21. {td^ l^tiXtitn (äffen, to be surprisedor cau^t, 

Page 60. — 1. 29. bai^ graste %\M toaiS; instead of xo^% we 

should expect bad or )t)el(i^ed. Schiller and Goethe also use occa- 
sionally IDQ«, where the simple relative would be more grammatical. 
This usage is common even to-day, especially in North Germany. 

1. 31. Uttb ali$ biefeö — , an anacoluthon. The prince probably 
meant to say : And as such (as a piece of good fortune for me) I 
should regard it, no matter how it happened, if only it had been done 
quietly. 

Page 61. — 1. 2. ^P|l|l ! lagreet or very well, like the French * töpe.' 

1. 4. l)ei(fom, useful, a crime that would further my purpose. 

1. 5. tofire, hypothetical subj. 
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1. 7- Ättf ben ÄO|>f pfagen, ' to assert a thing boldly and de- 
cisively,' each orte would boldly refer it us, . 
1. i6. ttlitiS läge. See note, page 43, line 3. 
1. 27. Dori^O for the present für itiit,/or the time being. 
1. 30. einfältig, here = einfod^. Translate, to be brief, 

Page 62. — 1. 6. tuai^ er im ©ti^ilbe f ftl^re = mad er beabftd^tige. 

Marinelli is perfectly right when he says that bis plans were foiled 
by the prince's confession of love to Emilia. If the prince had not 
taken this Step, the murder of Appiani would have been ascribed 
entirely to the rapacity of the bandits; Emilia, Claudia, Orsina and 
Odoardo could not have had the least suspicion as to the intentions of 
the prince, and Marinelli's plot might have succeeded. 

SCENE 2. 

1. 18. Drfina ? ♦ . ♦ Drftna ? The prince suspects here that 
Marinelli is responsible for this sudden appearance of Orsina in 
Dosalo. (See page 12, line 8.) 

1. 26. aitf ^nbfll^aft fomttten, to come as a spy. 

SCENE 3. 
Page64,— 1. i. 3« ^^^ ^Ofolo; modern usage would prefer 

in bcm 2)ofolo or auf bem 3)ofQlo. 

1. 10. ift Hermutenb« See note, page 33, line 12. 

1. 12. @0 ](at er meinen ^rief, etc. See note, page 4, line 12. 

1. 20. ^tntniorti^ genng« fCnttOOrt is here used as a neuter noun. 
It wavers between the feminine and the neuter for several centuries, 
until the feminine becomes the established gender. The genitive 
depends here upon genug. 

Page 65, — 1. 1. @(eqttie!e, @(e!reif(i^e; these somewhat con- 
temptuous words refer to Emilia, whom she instinctively suspects as 
her rival, although she docs not yet know her. 

1. 12. Sd^niffffitnaff, formed by a reduplication from the noun 
^d^nacfe (* nonsense ') , with a Variation of the vowel in the first part, 
after the analogy of words like ©Ingjaitg, Si^i^^f ÄUngflong, etc. 
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1. x6. tQttre« See note, page 43, line 3. 

1. 25. Wxäit an§ Sera^htttD* Goethe thought that the word 
^erad^tuttg was not in keeping with Marinelli's cbaracter as a polished, 
diplomatic courtier. And yet this is hardly a slip of Lessing, but rather 
serves to characterize Marinelli. Knowing that Orsina is no longer the 
favorite mistress of the prince, he is now indifferent about the language 
he uses to her. 

Page 66, — 1. 8. naA|iIanbernbei$ $ofmSnnii^ett, lit. parrot-iike 

couri puppet, court parrot, 

1. II. ©letl^gftltig ift bie Seele, etc. This whole sophistical 
argument of Orsina on ©tetd^güttigfett is intended by Lessing to show 
her fondness for philosophizing, which has confused her intellect, and 
made her lose the love of the prince. (See page 13, line 12.) Sense 
and nonsense are here intermingled. She wishes to prove that in- 
difference is a mere word without content. She then proceeds to 
define ©Icid^gültigfcit very well. One can be indifferent only toward 
' a thing about which he does not think seriously, only toward a thing 

which is nothing for him, in which he has no interest. But in the 
second sentence, by arbitrarily omitting für jlC after baS — \i^% (für 
ftc) fein 2)ing Ifi — she reaches her startling conclusion. Her final 
argument would amount to this: that indiffercnce toward a thing 
destroys the existence of that thing, and hence is nothing. But indif- 
fö ference toward a thing does not do away with its existence, and hence 
her conclusion is absurd. 

L 21. ja, vSo^ bttt eilte, to be taken quite seriously. Her preceding 
remarks show that she is proud of her intellectual superiority. 
odi L 23. Dfteret, a form still common in Saxony. The comparative 

-ri» Öfter is regarded here as a positive, and is raised to a comparative by 
litiT! the ending er. In the same way the English * near,' which is a com- 
parative of * nigh,' forms the comparative * nearer.* 

1. 24. ift t^ tOOl^l tWI^ äSttltber; modern usage would require eilt 

^^^ SBunber. 



Page 67, — L 9. @tOlf, idiot, blockhead, 

1. IX. ^it ladiett Ittadlt: at the present time we should omit 
the 3U. 

L 12. ernftl^ofte Seite. She thinks of the purpose with which she 
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came to Dosalo, vir. to kill the prince. (See Act IV, Scene 7, last 
Speech of Orsina.) 

1. 30. aSBir foHett ntljg ffireiit^tt, e.g. according to the will of 
Providence. 

SCENE 4. 

Page 68. — 1. 3. unentflltlüfftg, a word no longer in use to-day. 
It arose from a mixture of unfd^Iüffig and uncntfc^toffcn. 

SCENE 5. 

This scene is a parallel to the great scene between Marinelli and 
Qaudia, Act III, Scene 8. In both scenes the plot of Marinelli is 
gradually brought to light, and Orsina's and Claudia's knowledge of 
the plot will serve later on to determine Odoardo to action. 

1. 18. bie ifi^ ^^^^ ^<tt ^0^ ^^^ ^^ ^^^^ ^^"* 

Page 69, — 1. 18. über bicfe fiüge; at present we should say über 
blcfcr !?üge or auf biefcr 9üge erta^)^)en. 

1- 30. gel^t ♦ ♦ ♦ ungemein nal/e, grieves uncommonfy, 

Page 70. —1. 7. aßer? — emtlia ©alotti? With all his 

shrewdness Marinelli destroys his own scheme by yielding to Orsina 
and telling her the name of Appiani's bride. For as soon as Orsina 
hears the name of EmiHa Galotti, she sees at once through the whole 
plot. Her spies, who have been of late watching all the movements 
of the prince, have followed him in the morning to church, have heard 
him speak to Emilia, have found out her name and have reported 
everything to Orsina. On her way to Dosalo she heard of the murder 
of Appiani, but still knows nothing of the count's relations to Emilia 
Galotti. She herseif says : 3cl^ bin fo (angc auö ber @tabt, baß id^ öon 
ntd^td ttJCiß. Now it is Marinelli's information that Emilia was the 
bride of Appiani, that furnishes her the clue to the whole plot. Her 
thorough knowledge of the ways of the court of Guastalla suggests to 
her at once the connection between the murder of Appiani and 
the abduction of Emilia to Dosalo. It is again to be noticed how 
the hasty conduct 01 the prince m the mornmg, natural as» it is, reacts 
against him. 
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1. 26. Uttb meittt @te \tfbft ber Xenfel marett* She immediateiy 

suspects Marinelli as the chief agent of the plot, for she knows but 
too well his past career in the service of the prince. 

Page 72. — 1. 1. ftfl^ trottet!, pass out; über §aW üüer Äo^if, 

headloftgf in utmost haste. 

1. 3- ein Sangei^ ttttb 8rettei9, had a long conversation, 

1. II. ttttt bett §al!5 rebett, you willforfeityour life by your talk, 

SCENE 6. 
1. 21. tPoOenbi^, to cap the dimax, 

Page 73, — 1. g. ©ein = feien; Oberfter = OBerfl. Lessing 
still feit the word in its adj. sense, and therefore gave to it the streng 
adj. ending. 

1. lo. ftbeli^ = Übte«. 

1. 14. Hott toegett, now obsolete for the simple tDegen. 

1. 26. At present we construe ertaffeit with the dat. of the person and 
the acc. of the thing. So we should say here : 3c^ ertaffe 3^nen bie«. 

Page 74, — 1. 8. gebett, what to tkink or how to value her talk, 

1. 10. ftfi^ ^^^ "^^ti laffett, obsolete for ftd^ in ein ©efpräd^ ein« 
laffen. 

SCENE 7. 

Page 75« — 1. i. vSb^ bergeffe, e.g. what Marinelli told him, that 
she was insane. 

1. 27. getttig tOiffett tüOtfett, you who claim {or think) that you 
know already enough. 

1. 29. ^ratl. In the sudden excitement which overcomes him he 
forgets to address her with the more proper title SÄabame. 

Page 76. — 1. 7. ^iSBi\^X9^tv\t1^t% life of. the fooVs paradise, a 
life of idleness and enervating luxury. It has been often described, 
among others by Hans Sachs in his ©C^Iaraffcnlanb (1530). 

1. II. ©fj^üttetl @ie ttil^t, etc., lit. * do not pour your drop ot 
poison into a bücket (of water).* By doing so each drink of the 
poisoned water would be weaker, but the effect of the whole would be 
the same. Do not mitigate the bad news by imparting them gradually. 
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1. 20. toenn t^ abgerebet tOOrben. Orsina in her jealousy ^ould 
like to prove Emilia an accomplice in the criminal plot. (See Intro- 
duction, page xxx.) 

1. 27. bed gnäbigen ^nttgett ! ironical reference to Claudia's 
words. (See page 27, line 13.) 

1. 28. toirft t^, possibly a reminiscence from Othello, Act IV, 
Scene i : " Work, my medicine, work ! " It is to be remembered that 
Lessing was an enthusiastic Student of Shakspeare, and was one of 
the first men in Germany who had a genuine and intelligent apprecia- 
tion of Shakspeare's greatness. 

Page 77, — 1. 14. bte erfte, bie Hftt; to-day we omit the second blc. 

1. 15. feft entflltloffett, e.g. to kill the prince and to poison herseif. 

1. 27. ^acii^anünntn, in Greek mythology female devotees of 
Bacchus, who at certain definite periods worshipped in the wildest 
orgies the god of wine. Lessing has evidently the story of the Theban 
King Pentheus in mind, who opposed the introduction of the wild rites 
of Bacchus Into his city, and who, in punishment for his crime, was 
tom to pieces by a troop of raving Bacchantes led by his own mother 
Agave. (See the Bacchae of Euripides.) — iJfttriett^ the terrible Greek 
goddesses who hunted down and avenged unnatural crimes. They 
were represented with snaky hair, brazen foot and of terrible aspect. 

SCENE 8. 

Page 79.— 1. 3. SBiffeil fann fte ed ttil^t, a remark which Shows 
that Claudia had not the courage to inform her daughter of the plot 
and its fatal results. 

l. 7. @ie ift bte gfurd^tfarnfte^ etc., a very fine characterization of 
Emilia, as her conduct in Act V, Scene 7, will show. 

1. II. @ie \ptxält mit il|m, etc. The poet has not brought Emilia 
upon the scene throughout this whole act. He indicates to us here, 
through this remark of Gaudia, what Emilia has been doing behind 
the scenes. In her conversation with the prince she has been gradu- 
ally regaining her self-control. 

1.21. 993oI|Uptenn* He calls her so, because she told him how 
things were, and because she gave him the dagger which he now in- 
tends to use against the prince. 
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ACT V. SCENE i. 

Page 81. — 1. II. ^tX^att, from Middle High German Nithart, 
which means ' streng or persistent in envy.and hatred/ Marinelli calls 
him so, because Odoardo opposed the prince's claims to Sabionetta, 
and now begrudges him Emilia. 

1. 17. ^dtett ftC, etc. Marinelli is going now to explain to the 
prince the pretext by which he hopes to keep Emilia in Guastalla. 

SCENE 2. 

Notice throughout this and the foUowing scenes Odoardo's struggle 
to maintain his self-possession, and to subdue his constantly rising 
wrath. He wishes above all to act calmly and rationally. 

1. 25. für for t)or. See note, page 10, line 9. 

Page 82. —1. i. SBaiS l|at bie geftftnfte Xitgetib, etc. Odoardo's 

lack of resolution begins to assert itself here. He is in search for rea- 
sons to excuse himself to his conscience. He thinks that by killing 
the prince he would avenge both Orsina and his daughter, and to 
avenge Orsina would stain the purity of his deed. He therefore re- 
f uses to act at all, leaves the avenging of Appiani's death to Heaven, 
and finds momentary satisfaction in the contemplation of the pain and 
despair which ungratified passion will bring upon the prince. (See 
Introduction, page xxvii.) 

1. 8. ^tX^XVSB^tVL ; here it means almost * the consciousness of 
crime.* 

1. 10. (il|ett, here in the sense of befriebtgen. 

SCENE 4. 
Page 84. — 1. 5. ob ii^ eö fi^on titd^t bürfte, aUhough {but for 

this) I ought not to do it, — SföftteHd^, tyrant, in the sense that Schiller 
uses it in his poem „%\t ©ilrgfd^aft," a ruler who violates the laws of 
his country to satisfy his lower desires. 

1. II. $0ffli4^^^5^f ^^^ masc, a court-parasite. 

1. 14. toeld^en refers to $ortt)anb. 
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SCENE 5. 

Here the pretext agreed upon after Scene i comes to light (See 
note, page 81, line 17.) 

Page 85, — 1. 5. @ic ift in netter tttttttl|e, etc. This is untrue, 

as the very first words of Emilia in Scene 7 show that she knows 
nothing of the departure of the mother. 

1. 8. !3ttt Siritlttt^lie, because of the fortunate (?) escape of Emilia 
and Claudia from the attack of the bandits. 

l. 30. eitt^ttrebett for the modern bretnjureben, * to raise objections/ 
/ö interfere, 

Page 86« —1. 8. t^ geljt tnir tialje, itgrieues me much, 

Page 88. — 1. 21. fä^rt, puts his hand. 

1. 24. ^ad ffirailt f^^» ©tigel ! For the significance of these 
words, see Introduction, page xxix. 

1. 26. 8ie fttib irrig for @lc irren fid^. 

Page 89. — 1. 16. bie gute Sibylle« Sibyls were priestesses of 
Apollo, who, in an ecstatic condition of mind bordering upon mad- 
ness, proclaimed the oracles of the god. So Odoardo fancies that 
Orsina, when almost in a State of insanity, revealed to him this whole 
monstrous crime, and moreover uttered ambiguous sayings, the füll 
meaning of which he now understands. 

1. 24. mit fidi, fSnnen t^ I/alten ; mit fld^ is placed here before 
!önnen for emphasis. 

1. 29. foU ifl^ pe gar nil^t \^XtiSo^tXL, etc. To be consistent Mari- 
nelli should have opposed Odoardo's request to see his daughter. If 
for the sake of an impartial trial father and daughter are to be separated, 
it is absurd to allow them any interview at all. But Marinelli, highly de- 
lighted at the seeming success of his cunning plan, forgets for a 
moment all its bearings, and carelessly grants an interview which is 
destined to destroy with one blow all his ingenious schemings. (See 
Introduction, page xxxiv.) 

Page 90, — 1. 13. menn @ie mein gfrennb, etc. The prince does 

not seem to have observed any of the inward struggles of Odoardo; 
he believes he has triumphed, and therefore speaks so kindly to 
Odoardo. 
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SCENE 6. 



1. 20. @0 ober fo. These words probably refer to his doubt as 
to whether he should kill the prince or his own daughter. — fifj^ toer= 
fHlttbt. In this awful moment of despair, when he hardly knows what to 
do, his suspiciouSy brooding nature asserts itself again, and he questions 
the innocence of his own daughter. It seems that thc suspicion thrown 
out by Orsina (page 76, line 20) has left a deep impression upon him. 

1. 25. ttltti^ ^d^ nur bettfen Iftftt, something that may only be ihought 
(but not uttered), viz. killing his own daughter. 

1. 26. iBer ^e ttttflittt'^^^^f ^^^'y s^i^other proof of his indecision. 
(See note, page 82, line i.) 

SCENE 7. 

Page91. — 1. 7. fjtmmt cö nid^t auf citteö? We should use 
to-day l|inau« after eine«. 
1. x6. Unb toarnm er M, ift ; toarum very emphatic. 

l. 25. SSSai^ Iffttte ed bann, etc., what difficulty would there ihen be 
(if we could flee) ? The question has often been raised whether there 
is not a possible way of escape. Those who have read the drama 
closely must see that there is no way by which Emilia could extricate 
herseif from the power of the prince. She is to be kept in Guastalla 
for examination. Under a plausible pretext of justice she is to be en- 
tirely separated from her parents. The prince is an absolute sovereign. 
He can easily find means for retarding the trial, and during all that 
time Emilia is to remain at the house of Grimaldi, the place which she 
fears most. 

Page 92.— 1. 6. mcr be? SWenfi^ \% ber, etc. A simiiar senti- 

ment Nathan expresses (Act III, Scene 3) when he says : ^ein äJ^enfc!^ 
muß muffen. 
1. 23. %U ob mir feinen bitten Ratten, etc. The thought of a 

voluntary death flashes through her mind. 

1. 26. einem "Q^Xi beiben . * * beiben, etc. In his rage he says 

that he wished to kill both, but as a matter of fact he intended to kill 
only the prince, because he regarded him as the only guilty one. He 
now sees that Marinelli is equally guilty. (See page 88, line 21.) 
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Page93. — 1. 8. «ficr nxdit über alle »erfül/rtttig, etc. It is 
upon this confession of Emilia that the interpretation of her character 
and of the whole drama, in fact, must ünally be based. Some critics, 
wishing to * rescue ' her character, would have it that she overstates 
things here, that she purposely uses the strengest language at her 
command, in order to arouse the wrath of her father and thus induce 
him to kill her. They forget that such conduct would hardly be in 
keeping with the character of a simple, innocent, inexperienced girl, 
such as they conceive Emilia to be. Besides, such an interpretation 
assumes a calm deliberation on the part of Emilia, which is impossible 
here, On the contrary, this confession is uttered here with an inten- 
sity of conviction which must exclude all such calm reflections as those 
mentioned above. This is the most tragic moment of her life, and if 
she ever was true to herseif, it is now. She may exaggerate the dan- 
ger, but she believes in all that she says. The overwhelming misfor- 
tunes of the day have suddenly matured her and made her powerfully 
conscious of a serious weakness in her character which makes her dis- 
trust herseif. (See Introduction, page xxiv.) 

1. 13. 3^ bin für niält^ gut, I shallbe responsible for nothing, 

1. 18. ^XÜI^i^ ^d^Iimmerei^, e.g. than the loss of their innocence. 
— ffirattgeu Saufenbe, etc. She thinks of the legendary accounts of 
Christian virgins who, in the early days of Christianity, in order to es- 
cape the lust of some pagan tyrants, drowned themselves and were 
afterward canonized. Later on, however, such martyrs were not can- 
onized, for the Catholic church expressly forbids suicide. 

1. ai. ttnb tUCttll btt il^tt fennt'eft, etc. He thinks of the irony of fate 
that this dagger, which Emilia now wishes to use on herseif, belonged to 
the mistress Orsina, who intended to kill the prince with it. Odoardo 
thinks that if Emilia knew this fact, she would shrink from this weapon. 

Page 94, — 1. a. tote mein 8ater totH, etc. This delicate touch 
was probably suggested to Lessing by the words of Desdemona (Othello, 
Act IV, Scerie 2) : " Such as she says my lord did say I was." 

1. 4. D meine %9(t^ttt ! The tone of voice and the gesture which 
accompany this exclamation make Emilia believe that Odoardo wishes 
to kill her. But his raised band sinks again, incapable of the deed. 

1. 8. tOOl^I gab t^ eitlen ^ater, etc. • She refers of course to the 
deed of the Roman Virginius. 
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1. g. bet! erften bctl htfitn. See note, page 77, line 14. 

1. 10. ^ttttt itOtittn ; TlaU is understood. 

1. 14. ®1>tt, ttltti^ f^ah^ Xtij getl^an ! Odoardo, unlike the old 
Roman father, is overwhelmed by the consciousness of the deed which 
he has just committed. He could do it only in a moment of the 
highest passion. (See Introduction, P^gc xxxi.) 

SCENE 8. 

Page 95« — 1. i. ^d^ felbft. Much has been said about Emilia's 
untruthfulness in the last moment of her life. But are her words un- 
true? Would Odoardo's deed have been possible without her own 
free will to die ? Clearly Odoardo was merely the instrument in ac- 
complishing the deed. It seems that by the above words Emiliameans 
to indicate to the prince that her father did not kill her against her 
will, but that she herseif preferred to die rather than to fall a prey to 
him. 

1. 13. eine f^^^^ Xtagöbic. Lessing violates here his own prin- 
ciple, developed in his Dramaturgy (No. 42), in which he severely 
criticizes the dramatist for using any word connected with the stage. 
Such words spoil the illusion of the drama. 

1. 20. Ijcb^ Uli auf» The question naturally arises why Marinelli 
should hesitate to pick up the dagger. Niemeyer suggests that the 
weak prince wishing to free himself from the responsibility of punish- 
ing Marinelli, bids him pick up the dagger, in Order to give him the 
opportunity to turn it against himself. Marinelli then hesitates from 
natural cowardice, and because he cannot believe that the prince 
means seriously what his tone of voice and gesture would indicate. 
It is not tili the prince angrily exclaims : "What? You hesitate?'* that 
Marinelli picks up the dagger and acts as if he were about to stab 
himself. When the prince sees this, he suddenly changes his mind, 
snatches the dagger from his hand and says : " Wretch ! No, your 
blood shall not mingle with this." Then he banishes him from court. 

(%v6)it) für ha9 ©tubium ber neueren ©prod^en, vol. 23, page 380.) 
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